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ABSTRACT 
In recent years, public schools and higher education institutions in Texas have placed a 
growing emphasis on mariachi music programs. The purpose ofthis study was to gather 
data regarding the status of mariachi programs and the pedagogical practices and 
activities of selected mariachi instructors in kindergarten through 12th grade (K12) 
schools in Texas. The researcher examined the pedagogical practices, content knowledge 
bases, and specific skill sets that selected mariachi instructors considered to be important 
determinants of effectiveness in teaching mariachi music. Descriptive data about the 
selected mariachi instructors' class activities was also collected. 
The sample used for this study comprised 14 selected mariachi music instructors. 
The sampling process included compiling a list of mariachi programs throughout the state 
of Texas, organizing the list according to the seven All-State Area alignments recognized 
by the Texas Music Educators Association, and selecting two instructors-one from a 
junior high school and one from a high school-in each All-State Area. 
The method for gathering information on pedagogical practices and class 
lV 
activities included tape-recorded interviews and on-site observations ofthe selected 
mariachi instructors. Data from both the interviews and the observation sessions were 
aggregated for further analysis and for the development of categories and themes, as 
appropriate. 
The study and its reported outcomes constitute a status of mariachi programs 
across Texas. Data gathered from selected mariachi instructors provided information 
regarding program content and program scheduling in K12 schools and an overview of 
the instructors' backgrounds and bases ofknowledge of the mariachi genre. Further, 
specific skills and skill sets regarding performance practices of the mariachi ensemble are 
discussed. It is anticipated that this accumulation of pedagogical information will be used 
by music educators currently involved in the mariachi genre and by other music 
educators in the development of their programs. 
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CHAPTERl 
Music in Schools 
The increasingly diverse music repertoire studied and performed in public schools 
has come to include musics from different cultures. Many music educators have moved 
purposefully and intentionally in the direction of including a rich variety ofworld musics 
(Mark & Gary, 1999). This is not, however, universally the case. Some music teachers 
have elected to maintain the focus of their teaching on musics that are valued for their 
traditional nature (Heselton, 2011 ). Other teachers in public school and higher education 
music. programs have integrated regional musics, including Cajun French music (Cajun 
French Music Association [CFMA], 2011) and Bluegrass (International Bluegrass Music 
Association [ffiMA], 2011). Another genre gaining the attention of music teachers is 
mariachi music. 
Mariachi music, which originated in Mexico, became increasingly popular in the 
United States after World War II as immigration to the United States from Mexico 
expanded (Sheehy, 2006). Beginning in the mid-1960s, in response to the popularity of 
the mariachi music genre, educational institutions in the United States began to 
incorporate mariachi music into their curricula (Sheehy, 2006). Today, music instructors 
teach mariachi music in public schools and in higher education institutions in the 
southwestern United States (defined for purposes of this study as the states of Texas, 
Arizona, New Mexico, and California) and in other parts of the country with large 
Hispanic populations (Sheehy, 2006). 
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I planned and executed this study in response to the emergence and growing 
popularity of mariachi music education in public schools. I identified content knowledge 
and pedagogical practices employed by selected mariachi instructors in the state of 
Texas. Because mariachi music derives from a specific ethnic group situated in a society 
as a minority group, the sociological implications ofthe genre are also important. Thus, 
this project, while concerned chiefly with uncovering information about mariachi music 
education, unavoidably addressed sociological issues inherent in these circumstances and 
considerations. 
Problem Statement 
Mariachi music has been taught in some south Texas public schools since 1966 
and has spread into other parts of the United States (Sheehy, 2006); however, the 
methods through which mariachi music instructors acquire skills and knowledge specific 
to the mariachi genre have not been fully explored or addressed. Mariachi instructors are 
responsible for identifYing, choosing, and sometimes even developing instructional 
material for their own programs and for the use of other mariachi instructors. Despite the 
need for a special skill set to teach mariachi music, researchers have not identified what 
those skills entail. Furthermore, most institutions lack programs that prepare teachers to 
be mariachi instructors, which leads to uncertainty about whether these teachers have the 
skills they need. 
The presence of mariachi music in schools is increasing. Sheehy (2006) noted that 
in 2006 "there [were] hundreds of student mariachi programs in the United States" (p. 
84); only three years later, Greathouse (2009) estimated that 2,200 public schools had 
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mariachi programs. Gradante (2008) further reported that clear evidence exists that 
mariachi music is a recognized component ofU.S . public school music programs, 
particularly in the southwestern part of the country. The magnitude of the mariachi music 
phenomenon in public schools is such that systematic research regarding the status of 
mariachi music as a genre and as a pedagogical enterprise is both indicated and justified 
because of its importance to individual students and to the communities in which they 
reside. 
Special content knowledge and skill sets are needed to teach mariachi. Sanchez 
(2005) reported that mariachi instructors must possess and employ the content knowledge 
and skill sets ofband, orchestra, and choir instructors. In addition, mariachi instructors 
should have knowledge of the Spanish language and the content knowledge and skill sets 
to allow them to teach the traditional ethnic instruments of the mariachi ensemble. These 
instruments include the guitarr6n, vihuela, guittara de galope, and the harp. Mariachi 
instructors must also possess content knowledge of the mariachi repertoire, mariachi 
history, and mariachi traditions. 
Studies and reports addressing mariachi music instruction are rare in the literature 
and limited in terms oftheir intended scope of inquiry. Published studies on mariachi 
music in general are focused on other aspects including (a) the origin of the term 
mariachi (Guzman Betancourt, 1992; Jauregui, 2008; Meyer, 1981; Rafael, 1982), (b) the 
history of mariachi (Chamorro Escalante, 2000; Jauregui, 2007; Ochoa Serrano, 2005; 
Rafael, 1982), (c) mariachi as a nationalistic symbol ofMexico (Clark, 2005; Henriques, 
2006; Jauregui, 2007), and (d) the urbanization and social development of mariachi music 
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culture and the mariachi genre (Henriques, 2006; Jaquez, 2000; Mulholland, 2007; 
Pearlman, 1988; Rodriguez, 2006; Sheehy, 2006). The aforementioned books by 
Gradante (2008), Greathouse (2009), and Sheehy (2006), and a mariachi instruction 
method by Nevin and Sanchez (2006) have cited opportunities or commented on the need 
for mariachi instruction in the United States. Salazar (2011) reported on mariachi 
education programs in the United States, but overall was concerned with how American 
innovations have affected the mariachi tradition. Dodd (200 1) examined mariachi 
instructors by observation, but the study focused on the participating mariachi students. 
Morgan-Thornton (2003) compared six public high school mariachi programs in the 
southwestern part of the United Stated to determine common and unique elements of the 
programs. Morgan-Thornton documented information relating to the conceptual 
framework of my study through interviews of selected mariachi instructors. In addition to 
the academic problem of insufficient research on mariachi instruction, teachers face a 
more immediate difficulty in finding an institution that offers training on the subject. 
No higher education institutions in the United States currently offer a teacher 
certification with an emphasis in mariachi music education or mariachi music 
performance (Salazar, 2011). Although mariachi education degrees are not available, 
some institutions are offering educational opportunities that would be helpful to future 
mariachi teachers. At the time of this writing, I was able to uncover only four examples 
of higher education institutions offering mariachi studies certificates or degrees, three of 
which were within the state of Texas. In 2004, Southwestern College, located in Chula 
Vista, California, became the first higher education program to offer a degree in mariachi 
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music in the form of an Associate Degree in music with mariachi specialization. One year 
after the introduction of that program, Our Lady ofthe Lake University in San Antonio, 
Texas began offering a Bachelor of Arts with an optional emphasis in Mariachi 
Performance and Pedagogy (Nevin & Sanchez, 2006, p. 14). Texas State University in 
San Marcos, Texas, recently advertised a Master of Music degree program with an 
emphasis in Latin Music Performance that includes an option for Latin Music or 
Mariachi. Another option for obtaining mariachi training is the Mariachi Certificate 
Program offered by the University of Texas Brownsville. These programs are examples 
of where mariachi teacher training may occur, but the programs themselves are not 
requirements for teacher certification. 
Despite the presence of programs such as these, mariachi instructors may not 
receive training in all the skills they need. Gradante (2008) reported a lack of credentialed 
instructors in the field of mariachi music education and in addition articulated a need for 
mariachi instructors to organize their "pedagogical goals and performances" (p. x) to 
respond to this need. Furthermore, Salazar (2011) stated that learning about mariachi 
music in higher education institutions is often limited to taking lecture courses in world 
music that may include mariachi music as a topic or performing in a mariachi ensemble 
as an activity for which students may earn credit. Even the more specific programs 
mentioned in the preceding paragraph have limitations. Besides the obvious limitations 
derived from both the small number and the locations of the higher education institutions 
offering mariachi training, the requirements for each program are noticeably different. 
For example, the degree offered by Texas State University is the only program that 
requires the successful completion of a Spanish proficiency test. This wide range of 
requirements suggests the need for standardization. 
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The state of affairs with regard to mariachi music and the training opportunities 
available in the United States invites a discussion of the provenance of this genre. A 
pedagogy of mariachi music and training in it requires an understanding of the music and 
the culture out of which it emerged. A study of content knowledge and pedagogical 
practices of mariachi instructors might potentially improve mariachi education and 
mariachi training programs. 
Background on Mariachi 
As is the case with various world and regional musics, mariachi music developed 
over a long period. The mariachi music of today did not suddenly appear fully developed 
in musical form or ensemble instrumentation. A music of this type and complexity can 
only have been the result of social and cultural factors operating together to produce it 
over time. In this section, I discuss those socio-cultural dynamics that appear to have 
directly influenced the development of mariachi. I also discuss the introduction of 
mariachi music into public education. 
Origins of Mariachi 
Mariachi music as a genre has developed into its current form as a result, in part, 
of cultural assimilation (Nevin & Sanchez, 2006). Long before the Spanish arrived, the 
indigenous peoples of certain Mexican regions played handmade drums, conch-shell 
horns, and various clay and reed instruments. During this era, music and dance were 
7 
regional in nature, with each area identifiable by its own particular style. Music formed 
an integral element ofthe indigenous people's daily life and religious practices (Nevin & 
Sanchez, 2006). 
When the Catholic Church and its missions arrived in the Americas, the 
subsequent conversion of the indigenous Mexican peoples to Christianity was facilitated 
by the use of native chanting and traditional Christian hymns (Sister Joan of Arc, C.D.P., 
1936). The mission friars and musicians who accompanied the missionary expeditions 
introduced European musical instruments-including violins, guitars, harps, woodwinds, 
and brass horns-into certain Mexican regions (Spell, 1936). As the families of the 
missionaries and the troops providing protection to them settled into the areas around the 
missions, permanent homes were constructed and settlements emerged. During this early 
colonial period and into the 19th century, a repertoire of recreational Spanish-Mexican 
folk music developed. The lyrics of the songs depicted the everyday pioneer and colonial 
life (Spell, 1936). The integration of Mexican colonial folk songs into the socio-political 
environment of 20th century Mexico contributed to the emergence of mariachi as a 
musical genre. Indigenous and Spanish musical instruments accompanied these colonial 
folk songs and utilized various cultural rhythmic influences (Nevin & Sanchez, 2006). 
Over time, the songs and instrumental music performed by the early to mid-20th century 
mariachi ensemble expanded to include musics from Mexico, Latin America, the 
Caribbean, and, in the later part of the 20th century, from the United States and Europe 
(Greathouse, 2009). 
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Live mariachi ensemble performances at large social and political events, together 
with the release of phonograph recordings for the Mexican audience, were commonplace 
and popular during the early decades of the 20th century (S. Clark, 2005; Henriques, 
2006). By the middle of the 20th century, new media technology, including motion 
pictures and television, brought international attention to mariachi music and highlighted 
the genre as a reflection and significant part of Mexican culture (S. Clark, 2005; 
Henriques, 2006). 
As a reflection of its origin in diverse cultures, the basic repertoire for a modem 
mariachi ensemble consists of a variety of styles and forms. The main genres include: (a) 
sonjalisciense; (b) canci6n ranchera; (c) bolero; (d) corridor; (e) polka; (f) vals; (g) 
huapango; (h) joropo; (i) pasodoble; G) danz6n; (k) cumbia; and (1) son jarocho 
(Fogelquist, 2008). Mariachis that compete against each other at festivals and 
conferences will utilize arrangements that present a medley of pieces together in what is 
called a potpourri. Borrowing music from classical composers, advanced mariachi 
sinf6nico ensembles perform orchestral pieces (Greathouse, 2009). 
The Mariachi Musical Ensemble 
The instrumentation and size of the mariachi ensemble has evolved over time. 
Indigenous mariachi ensembles of the 19th century consisted of stringed instruments and 
drums (Chamorro Escalante, 2000). The typical instrumentation of these early ensembles 
comprised two to four violins, a vihuela (a small five-string guitar), a guitarr6n (a large 
six-string bass guitar), a bass drum, and a side drum (Chamorro Escalante, 2000). Near 
the beginning of the 20th century, however, the instrumentation and size of the mariachi 
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ensemble in western Mexico began to change, largely because of local personnel and 
resource constraints. In central Jalisco, a state in the western part of Mexico, for example, 
the standard mariachi group was composed of four members. The instrumentation, in this 
instance, involved two violins, a vihuela, and guitarr6n. Conversely, in southern Jalisco 
and Michoac{tn, a state in southern Mexico, the standard quartet of musicians employed 
two violins, a harp, and a small five-stringed guitar called the guitarra de golpe (J. Clark, 
1996). Between 1910 and 1940, the number of performers in the ensemble increased. 
When musicians from rural areas traveled to larger cities in Mexico to perform, they had 
to increase the size of their ensemble in order to accommodate the larger listening 
audience (J. Clark, 1996). During that period, the instrumentation ofthe ensemble varied 
and might incorporate any available instruments, including wind instruments associated 
with military bands (Sonnichsen, 1986). 
Leaders of the mariachi ensembles, primarily those that originated from a small 
town named Cocula in Jalisco, occasionally hired musicians to play trumpet in their 
groups. This practice, however, did not become standard or even common until the 1930s 
(Chamorro Escalante, 2000). During the 1950s, scoring for two trumpets became 
standard for the mariachi ensemble (J. Clark, 1996; Sheehy, 2006). The modem 
instrumentation for a full mariachi group consists of two trumpets, three or more violins, 
and an armonia or section of rhythm instruments consisting of a vihuela, a guitar, and a 
guitarr6n (J. Clark, 1996). 
Just as the ensemble evolved from consisting of whatever musicians were on hand 
to a codified standard, the dress for mariachi musicians changed from wearing everyday 
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clothes to a moderate uniform to a costume. The current standard mode of dress for the 
mariachi ensemble is the suit of the cowboy, or traje de charo, which employs tightly 
fitting ornamented pants and a short jacket. An embroidered belt, boots, and wide bow tie 
further accent this uniform. The sombrero, or large hat, is considered optional for the 
mariachi ensemble, but is commonly worn during outdoor performances or on very 
formal occasions (J. Clark, 1996). 
Mariachi Education History 
In 1964, a local priest in Arizona implemented a summer program to teach 
mariachi music to children in the parish under the auspices of the Catholic Youth 
Organization (CYO). This summer program led to the formation of Mariachi Los 
Changuitos Feos (The Ugly Little Monkeys) and later evolved into the world-renowned 
El Mariachi Cobre. This group and the CYO summer program started a mariachi music 
education movement that inspired the creation of similar programs throughout the 
country over the next several decades (Nevin & Sanchez, 2006; Sheehy, 2006). 
The first attempt to implement mariachi music education in a public school setting 
occurred in 1966 in the San Antonio Independent School District. Belle Ortiz, a fourth 
grade teacher, began teaching Spanish-language songs to elementary-aged students. 
Shortly after that, Ortiz began offering guitar classes to fourth, fifth, and sixth grade 
students. Those students advanced and became members of the newly formed high school 
mariachi music program in 1970. The instrumentation ofthis ensemble included 
trumpets, guitars, and piano (Sheehy, 2006). 
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Outside the school setting, the pageantry of mariachi festivals promoted the genre 
of mariachi music. The first mariachi festival, organized in 1979 by Belle and Juan Ortiz, 
was entitled the San Antonio International Conference. Today this mariachi festival is an 
annual event in the city of San Antonio that includes mariachi concerts, mariachi teaching 
workshops, and lectures on mariachi music (Sheehy, 2006). In 1983, the first Tucson 
International Mariachi Conference (TIMC) unanimously agreed that one focus of the 
annual meeting would be to provide a mariachi music education experience to the 
participants of this assembly. The introduction of a formal mariachi curriculum into 
Tucson area schools came as a direct result of the TIMC's efforts (Nevin & Sanchez, 
2006). 
In 2002, mariachi education bequne almost a curricular imperative for the Clark 
County School District (CCSD) in Las Vegas, Nevada. As the Latino population 
increased and continually exceeded other ethnicities, the instructors in the music 
department wanted to broaden their course offerings to involve a larger percentage of 
students in their school district. The CCSD established the Secondary Mariachi Program 
to include several specific school-oriented goals and to serve the Clark County 
community (Trujillo & Neel, 2008). 
Today, mariachi music as a music teaching modality is emerging with increasing 
frequency in public schools in the United States (Sheehy, 2006). Mariachi music, 
however, is a genre not yet subjected to systematic and purposeful research, which makes 
the phenomenon of mariachi music programs in public schools in the United States an 
excellent topic for exploration, examination, and analysis among music educators at the 
university level. 
Conceptual Framework 
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This study consists of an examination of the content knowledge, general 
pedagogical knowledge and practices, pedagogical content knowledge, and activities of 
selected mariachi instructors. This investigation is an examination of the presentation and 
the methods oftransmission of materials and techniques from instructor to student in the 
classroom. These areas form the basis of the conceptual framework for this study with 
discussion detailed below. 
Interest in pedagogical concerns has become apparent on the part of some persons 
who have commented on and published in this area. This interest suggests that the field is 
a fertile one with regard to the potential for further productive examination and analysis. 
These concepts are important for the present study because they provide a framework for 
understanding the specific pedagogy of mariachi. The study conducted here on mariachi, 
in turn, provides a further basis for understanding the issues raised by these writers. 
Content knowledge refers to teachers' understanding of the subject matter and 
their ability to organize and store the relevant and requisite information in their minds 
(Shulman, 1986). Some consider content knowledge to be professional knowledge 
combined with the relevant sets of practical skills that teachers need to function 
successfully in the classroom (Tamir, 1991). With regard to content knowledge, theorists 
and practitioners attempt to assess the dimensions of teachers' knowledge of educational 
content and their ability to teach educational content effectively to students (Shulman, 
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1986). The mariachi music instructor must have domain-specific content knowledge that 
is utilized by all certified instrumental music, string music, and vocal music instructors. 
The mariachi instructor, however, also works with mariachi materials that contain 
Spanish lyrics and instruction; therefore, the mariachi instructor must have a basic 
knowledge of the Spanish language. In order to teach effectively, the mariachi instructor 
must possess specialized content knowledge in addition to the general content knowledge 
possessed by music instructors teaching traditional music genres. 
Content knowledge can be further divided based on its cognitive function. 
Scardamalia and Bereiter (2006) reported that since the 1970s, cognitive scientists have 
distinguished two types of knowledge: declarative knowledge and procedural knowledge. 
For some authors (Ball, 1990; Hill, Ball, & Schilling, 2008; Hill, Schilling, & Ball 2004; 
Scardamalia & Bereiter, 2006), however, a more practical terminology for describing 
knowledge in an educational setting involves the distinction between knowledge about 
(declarative), which is essentially the ability to recall facts, and knowledge of 
(procedural), which is the ability to apply or use concepts. I will borrow and use these 
terms as I report my findings regarding content knowledge. 
In contrast to content knowledge, general pedagogical knowledge and practice 
closely relate to a knowledge base but are not necessarily specific to a particular subject 
matter (Putnam, 1986). This paradigm is associated with classroom management, which 
involves procedures, organization, routine, and activities. Information gathered from this 
topic may relate to the teacher's knowledge about students' learning abilities or the 
teacher's teaching philosophies. The mariachi instructor, as a public school classroom 
teacher, must articulate classroom guidelines that comply with school policies and are 
appropriate for fostering student achievement. 
14 
Educational psychologist LeeS. Shulman' s work in teacher education provides a 
useful lens for examining school-based instruction in mariachi music education. Shulman 
is a primary proponent for understanding the relationship between teachers' subject 
knowledge and pedagogy (Shulman, 1986). Many also credit Shulman with the 
introduction of the phrase pedagogical content knowledge into the educational field (Ball, 
Thames, & Phelps, 2008). 
Pedagogical content knowledge (PCK) is what Shulman referred to as the 
associated knowledge that is specific to the teaching enterprise, that is, to the pedagogical 
dimensions ofthat content area (Shulman, 1986). Educational researchers have embraced 
the concept ofPCK-also referred to simply as professional knowledge-since the 
publication of Shulman's articles (Ball et al. , 2008). Shulman's research identified seven 
categories of effective teacher attributes within the PCK context that are necessary for 
successful classroom teaching. The categories identified and developed include "content 
knowledge, general pedagogical knowledge, curriculum knowledge, pedagogical-content 
knowledge, knowledge of learners and their characteristics, knowledge of educational 
context, and knowledge of educational ends" (Ellison, 2007, p. 1 ). At its most basic, 
Shulman (1986) defined PCK as meaningful learning, wherein a teacher's content 
knowledge and pedagogical practices combine for effective teaching of students. For the 
mariachi instructor, this encompasses a variety of methods including explanation, 
illustration, and demonstration. Teaching mariachi music also requires knowledge and 
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understanding of the mariachi students themselves. Mishra and Koehler (2006) described 
PCK as the interplay of pedagogical knowledge (PK) and content knowledge (CK). They 
illustrated this with a diagram oftwo circles that intersect (p. 1022). This newly formed 
intersection represents not only the topics presented in the classroom, but also the 
elements of the topic and the sequence in which they should be presented. 
A large amount of literature in the form of articles that have extracted from and 
elaborated upon the ideas that are integral to PCK (see, e.g., Ballet al., 2008; Poulson, 
2001; Prestage & Perks, 2000; Putnam, 1986; Solis, 2009). Using Shulman's principles, 
Veal and MaKinster (1999) proposed the development of a classification system for 
teacher knowledge based on Bloom's Taxonomy. Mishra and Koehler (2006) integrated 
technology knowledge with pedagogical content knowledge to form Technology 
Pedagogy Content Knowledge (TPCK). Although these articles and studies do not have 
an effect on the present investigation concerning mariachi music education, there may be 
an avenue of interest for future researchers. 
Purpose of the Study 
The purpose of this study was to determine the status of mariachi programs and 
the instructional methods of mariachi instructors in Texas. Concerning instruction, I 
explored what knowledge bases and pedagogical knowledge selected mariachi instructors 
employed when teaching mariachi music in public school settings. I also inquired about 
what types of activities were included in mariachi instruction. I addressed the following 
research questions: 
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1. What is the status of mariachi music programs in the state of Texas? 
2. What content knowledge do selected Texas middle and high school mariachi 
instructors possess? 
3. What pedagogical knowledge do selected Texas middle and high school mariachi 
instructors possess? 
4. What pedagogical content knowledge do selected Texas middle and high school 
mariachi instructors possess? 
5. What types of activities are included in mariachi instruction in selected middle 
and high schools in Texas? 
My belief was that a systematic and affirmative response to the need for further 
understanding mariachi music pedagogy might serve as a guide for the design of pre-
service content that would equip music teachers with the knowledge and skills necessary 
for providing instruction in mariachi music. This information may ultimately lead to 
further developments in the mariachi curricula. It was through careful exploration and 
analysis of the content knowledge, general pedagogical practices, and pedagogical 
content knowledge of selected mariachi teachers that I attempted to respond to the 
problem as it is articulated here. I intend that data, information, and knowledge developed 
in support of this goal will result in the construction of a critically important reference 
base for pre-service music educators regarding current mariachi instructional praxes. 
Both theoretical and practical justification exists, then, for this study. 
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CHAPTER2 
Review of the Literature 
In this chapter, I explore foundational concepts and approaches that can represent 
both the practical and the conceptual bases for mariachi music instruction in public 
schools. Proceeding from the broadest categories of arts and arts education, within which 
mariachi music instruction is ultimately located, I reviewed various studies and 
conceptual frameworks as the starting points for instruction in this musical genre. 
Because mariachi music instruction constitutes a subset of music instruction, it is 
reasonable to expect that many of the overarching principles involved in it- the concepts 
and practices that form its source--will be evident in a broader examination of its 
context. Such concepts and practices may be found in support of arts, generally, and in 
education and music education, more specifically . . 
Status Studies 
One aim of the present study is to assess the status of mariachi programs and 
instruction in Texas. In order to more fully locate and explore mariachi music education, 
I look at relevant status studies that report the status or trends in the broader categories of 
the arts, arts education, and music education, which subsume mariachi music education. 
Status Studies in Arts and Arts Education 
A number of reports are available that describe the amount of support for the arts 
and for arts education at the national and state levels. With the research reviewed here I 
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examined the status of arts education in the United States and is, therefore, relevant to the 
present study. 
National studies. The National Endowment for the Arts (NEA) and the United 
States Census Bureau regularly conduct studies on arts participation in the United States 
(NEA, 2009). These two organizations repeated the study discussed here five times 
beginning in 1982; they completed the most recent one in 2008. Their report entitled Arts 
Participation 2008 measured the nation's cultural vitality and focused on such indicators 
as "arts creation and performance, arts learning, and participation through new media 
technologies" (p. 2). The investigators collected data through survey questionnaires and 
developed a statistical snapshot of America's participation in the arts during a 12-month 
period beginning in May 2007 and ending in May 2008. During this period, 81 million 
adults (36% ofthe adult population in the United States) visited an "arts museum or 
gallery, or attended at least one of the following types of arts events: theatre; opera; ballet 
or dance; or classical music, jazz, or Latin/salsa concerts" (p. 2). The researchers were 
also able to compare data from each ofthe previous studies and report trends in arts 
participation for the total adult population, along with demographic dimensions such as 
sex, race and ethnicity, age, and highest level of education. In their results, the authors 
noted a decrease in adult participation in the arts in comparison with the results of the 
2002 survey. They attributed the lower participation in the arts to the economic downturn 
of 2007, prior to the 2008 survey. 
The National Center for Educational Statistics (NCES) collects information 
regarding the status of arts education in public elementary and secondary grade levels in 
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the United States. This organization conducted their third arts education status study 
during the 2009-2010 school year (NCES, 2011) and provided information regarding the 
availability of arts education. According to the report, 94% of public elementary schools 
offered music instruction during the 2009-2010 school year; in the 2008-2009 school 
year, 91% of public elementary schools offered such instruction. The report also provided 
information regarding arts specialists' teaching loads at the elementary and secondary 
levels. For the 2009-2010 school year, the authors reported that music instructors at the 
elementary grade level spent-on average-22 hours per week teaching 25 different 
classes or groups of students. They also found that secondary school music teachers spent 
an average of 22 hours per week teaching eight different classes or groups of students. 
State-level studies. Between January and May 2009, the Kansas Arts 
Commission (2009) conducted an online survey that allowed teachers and school 
administrators in Kansas to provide information regarding arts education in that state. 
The authors of this report surveyed study participants regarding the importance of arts 
education in the schools; they also requested information regarding the status of arts 
education in Kansas schools. According to the responses, 88% ofKansas schools 
employed a full-time visual arts teacher and 89% of Kansas schools employed a full-time 
music teacher. The participants also responded that 87% of Kansas schools offered music 
one or more hours per week, and that 77% of Kansas schools offered visual arts one or 
more hours per week. 
In the spring of2009, the Arizona Arts Educational Research Institute surveyed 
409 kindergarten through 12th grade (K-12) public school principals regarding arts 
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education at their schools (Arizona Arts Education Census, 2010). According to the 
investigators, approximately 22% of Arizona school principals participated in this study, 
providing data representing 236,645 students. The investigators also reported that 87% of 
these students had access to some type of arts education, which for the purposes of this 
study included dance, music, theatre, or visual arts. Despite the large number of students 
participating in fine arts classes in Arizona public schools, 50% of the principals reported 
budgets of $0 to support arts education at their schools. 
In a similar vein, the Kentucky Arts Council conducted a comprehensive 
statewide survey of school districts through an organization called the Collaborative for 
Teaching and Learning (Kentucky Arts Council, 2005). The authors of the report stated 
that the study provided an isolated observation of the condition of arts education in 
Kentucky public schools. The Arts Council investigators reported a 77% response rate, 
with data representing 135 of the state' s 176 school districts. The participants in the study 
represented 100 (83%) ofKentucky's 120 counties. In the study, the authors sought to 
determine (a) who is teaching the arts and (b) how much instructional time is devoted to 
teaching the arts. The investigators noted that funding for the arts had decreased in one of 
every six school districts between 2001 and 2005. Furthermore, the number of certified 
arts specialists had decreased in one of ev~ry nine districts over the same period. 
Status Studies in Music Education 
In addition to the above studies on the arts and arts education, an understanding of 
music education in the United States is necessary to determine the status of mariachi 
education. National policies, the inclination of local laws, and the attitudes of school 
administrators affect music education in public schools. 
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The No Child Left Behind (NCLB) Act is a federal law that was enacted in 2002. 
To determine the impact ofNCLB on music education in Ohio, Gerrity (2009) invited a 
random sample of 179 principals to respond to a questionnaire. Eleven percent of the 
respondents reported a reduction in the number of music teachers at their schools; on the 
other hand, 9% stated that there had been an increase in the number of music specialists 
since NCLB came into effect. According to Gerrity (2009), the most significant impact of 
NCLB on music education had to do with the amount of time students received music 
instruction. Sixty percent of the principals surveyed expected the music teachers in their 
schools to use some of their instructional time for music to teach other subjects, including 
both reading and mathematics (Gerrity, 2009). 
Abril and Gault (2006) studied the status of elementary school music programs in 
the United States from the school principals' perspectives. Sixty-one percent (n = 214) of 
the 3 50 active elementary school principals that Abril and Gault recruited participated in 
the study, and they represented various regions in the United States. The questions on the 
survey asked the principals' opinion about their perceptions of music learning, their 
schools' music educational goals, and whether their music programs should exist in ideal 
conditions. Another question posed by the researchers asked the principals to determine 
the variables that negatively affect their music programs. In the responses to this question 
(n = 176), 55 .2% of the principals indicated an inadequate budget, 45.1% legislative acts, 
40.1% scheduling problems, 34.4% standardized tests, and 5% lacking facilities and 
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equipment as the greatest obstacles to supporting their music programs. 
In a later study, Abril and Gault (2008) focused on principals' views of secondary 
school music programs in the United States. They recruited 540 respondents from both 
private and public school settings to participate in a study designed to explore staffing 
issues. In this research, 18% of principals reported having one music specialist in their 
schools, 44% stated that there were two music specialists on staff, 22% reported three 
music staff members, and 16% indicated that there were four or more specialists in their 
schools. More specifically relevant to this dissertation was Abril and Gault's (2008) 
finding that 31 of the 540 schools offered mariachi instruction ensemble to their students. 
An additional21 of the 540 principals stated that they would like to offer mariachi 
ensemble, and 168 indicated an interest in offering mariachi or developing a mariachi 
program if they had more information on the topic. 
Summary 
This section discussed status studies in the arts, arts education, and music 
education in an effort to locate and explore the status of mariachi music education. There 
were examples describing the status of arts participation in the U.S., the availability of 
arts education in public schools, and the general tendencies of music education at the 
state and local level. Scholarly literature specifically addressing mariachi education, 
which is the topic of this dissertation, is relatively sparse. After having diligently 
searched for scholarly literature addressing the status of mariachi programs or mariachi 
classes offered in the United States, I discovered only one study that mentioned an 
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existence of mariachi programs. I attribute this lack of data to the relative novelty and the 
limited locations of mariachi education in public schools in the United States. 
Studies of Instructors' Knowledge Bases 
Teaching is an activity that is complex by nature. Teachers have to be flexible 
when working in a school environment. They must manage their time preparing and 
executing lesson plans. Intellectually, they must draw from several different levels of 
content knowledge and develop pedagogical skills. Furthermore, according to Shulman 
(1986), teachers merge content knowledge and pedagogy to develop strategies that 
address the difficulties encountered by their students. Below are case studies that focus 
on content knowledge, pedagogical skills, and Shulman's theory for teaching involving 
subject-matter knowledge and pedagogical knowledge. 
Studies Focused on Content Knowledge 
Published findings of projects related to instructors' content knowledge vary in 
terms of their aims and their outcomes. These reviews of studies in general education, 
music education, and mariachi education attempt to: (a) identify teachers' level of content 
knowledge, (b) determine what content knowledge teachers should know, (c) inquire 
about what content knowledge pre-service educators should have, (d) report the 
importance of content knowledge, (e) identify teachers' content knowledge, and (f) 
determine whether the content knowledge of one discipline is unique when compared to 
that of other disciplines. I present these varied case studies to offer a sample of empirical 
research on this topic. 
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Studies in general education. In a four-year longitudinal language and reading 
study, Moats and Poorman (2003) attempted to measure content knowledge among 
teachers who were employed at low-performing urban schools. The entire study consisted 
of three separate phases. During the first phase of the study, the investigators 
administrated a Teacher Knowledge Survey to 50 K-2 teachers. The researchers gathered 
information from this open-ended form to determine teachers' awareness of phonemes, 
their understanding of phonemes mapping, and their understanding of reading 
development stages. Based on the responses to the first survey, the investigators 
developed and administered a new multiple-choice survey instrument to 41 second and 
third grade teachers as part of the second phase of their study. Moats and Poorman (2003) 
designed the new survey instrument to determine the teachers' level ofknowledge of the 
domains listed in the first phase of the study. In a third phase of the study, the 
investigators again used the new 12-item multiple-choice assessment instrument with 
additional open-ended questions that they hoped would assess the teachers' 
understanding of student reading and writing protocols. The investigators administered 
this survey to 103 third and fourth grade teachers at the beginning of the school year. To 
supplement their investigation and check the reliability of their findings, 80 of the same 
teachers retook the survey at the end of the school year. About 34% of the teachers 
showed a high level of content knowledge, 43% of them demonstrated a fair amount of 
content knowledge, and 21% demonstrated very little content knowledge. 
Concerned with recent development in the field of genomics, Van der Zan de, 
Waarlo, Brekelmans, Akkerman, and Vermunt (2011) investigated what content 
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knowledge secondary biology teachers will need to teach various aspects of genetics. The 
method used for Van der Zande et al. 's study was to develop a knowledge base by 
interviewing experienced biology teachers and comparing the knowledge base to data 
from interviews of medical professionals and clients involved with genetics. There were 
21 participants-9 biology teachers and 12 medical professionals. The researchers 
reported unanimity among the biology teachers regarding the use of content knowledge 
of the Dutch examination syllabus for biology. The Dutch examination syllabus is part of 
a widely used international curriculum sponsored by the University of Cambridge. The 
data from the medical professionals included additional biological concepts that students 
would need to know in understanding various disorders that possibly occur when working 
with genetics. 
Studies in music education. Campbell and Burdell (1996) compared the 
perceptions of teaching knowledge and pedagogy of elementary music education majors 
and elementary general education majors. The researchers conducted an ethnographic 
study involving a group of20 first- and second-year music education students and a 
group of 23 first- and second-year general education students. The questions posed to the 
participants were: (a) What do teachers talk about in class? and (b) What do they perceive 
as their task, goal, or assignment as teachers? The undergraduate elementary music 
students based their knowledge of teaching on their ability to play musical instruments, 
sing, improvise, and compose. The undergraduate elementary general education students 
believed that understanding their students' individual characteristics and meeting the 
needs of their students were more important than their actual teaching knowledge. 
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In an effort to identify music teachers' knowledge through their vocabulary, 
Olsson (1997) conducted a pilot study involving 5 music teachers and 10 music students. 
The researcher conducted interviews with the music teachers and asked them to describe 
what criteria they would look for in a good performance. Next, the music instructors 
viewed 10 audition videos, and the researcher asked them to comment on the good and 
the bad qualities of each performance. An analysis of the comments revealed a strong 
distinction between (a) expressive mode and instrumental skills, (b) creativity and 
instrumental skills, and (c) interpretative modes and instrumental skills. The researcher 
listed other examples of connections between communicative skills and interpretative 
modes and, communicative skills and instrumental skills, but considered these weaker 
connections than those mentioned. 
Testing requirements for teacher certification reflect the importance of content 
knowledge for pre-service educators. A study by Henry (2005) revealed that 32 states 
require that pre-service teachers demonstrate proficiency in content knowledge of their 
subject. The Educational Testing Service (2010) reported that the PRAXIS II series test, 
which measures music content knowledge, is a requirement in 23 states for teacher 
certification in music. The test consists of two sections-a listening and a non-listening 
section-that contain a total of 120 questions. The four content categories of the 
examination include: (a) Music History and Literature, (b) Theory and Composition, (c) 
Performance, and (d) Pedagogy, Professional Issues, and Technology (Educational 
Testing Service, 2010). 
Langan and Athanasou (2005) investigated whether music therapy students 
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possessed a unique domain ofknowledge when compared to other groups. The 
researchers asserted that music therapy students utilize knowledge from several different 
disciplines including music, education, the health field, and music therapy. A sample of 
79 students comprising 34 music therapy students, 17 music students, and 28 students 
involved in other aspects of therapy including art, dance, and counseling participated in 
the study. The investigators evaluated the content knowledge of the participants in three 
sections oftesting. In the first section, each of the participants took a test containing 30 
true-false questions and a short~answer section to measure their content knowledge of 
music therapy. In the second section ofthe test, participants ranked their interest in music 
therapy, using a 1 to 10 scale. The third part of the study consisted of a 20-question 
examination administered after study participants watched a video excerpt of a practicing 
music therapist and his interactions with several clients. It was the researchers ' intention 
to measure students' choices of strategies in particular situations. The authors of the 
report concluded that music therapy students have a significantly different content 
knowledge than the other groups who participated in the study. 
Studies in mariachi music education. Although Morgan-Thornton's (2003) 
study did not use the term "content knowledge," the information the investigator 
attempted to extract through interviews was related to content knowledge as defined by 
Shulman (1986). In this study, the investigator interviewed six mariachi instructors about 
their programs in the southern part of the United States. The interviews consisted of 16 
questions. Instructors' responses and the investigator' s concluding summary provided 
information on each instructor's content knowledge. For example, the investigator asked 
instructors about the goals for the various levels of their ensembles. For the beginner 
level, the instructors indicated content requirements including basic performance 
fundamentals on the mariachi instruments and vocal technique, knowledge of mariachi 
cultural concomitants, and understanding rhythm as taught through their daily lesson 
plans. The investigator reported that intermediate-level groups worked on learning 
mariachi music literature with a focus on style and interpretation, while the advanced 
groups continued their work on mariachi music literature and showmanship. 
Studies Focused on Pedagogical Skills 
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Case studies relating to instructors' pedagogical skills are fewer in number than 
studies of content knowledge. The studies described below examined whether personal 
experiences and the backgrounds of instructors influence pedagogical skills, how novice 
teachers transform their beliefs about teaching into an actual pedagogy, and whether 
instructors in the same field use a specific and identifiable pedagogy. I attempted to 
locate studies in general education, music education, and mariachi education. After 
diligent searching, I have concluded that no studies that examine mariachi education and 
mariachi instructors' pedagogical skills as such exist currently. 
Studies in general education. Using a broad definition of pedagogy, Brown 
(20 11) asserted that teachers draw from different life experiences and beliefs that 
contribute not only to their teaching vision but also to their methods of instruction. In a 
study of African American teachers, the researcher investigated teachers' social 
backgrounds and experiences to discover whether their teaching visions were different 
and whether the teachers applied different approaches in their teaching of African 
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American male students. Using a case study methodology, the researcher conducted on-
going interviews with five African American male teachers during a 14-month study. The 
researcher concluded that the various life experiences of the African American teachers 
influenced the choices of different approaches in their pedagogies in their classrooms. 
Studies in music education. Campbell {1999) used a collaborative ethnographic 
approach to explore how novice elementary music teachers transform their images and 
beliefs about teaching into an actual pedagogical practice. This study, conducted over the 
course of two years, involved 43 elementary music education students enrolled in the 
university' s general music methods or teaching practicum classes. The researcher 
gathered information from student observations conducted in the field and from 
interactive dialogue between the researcher and the students participating in the study. 
Campbell presented several narrative scenarios depicting students' perspectives on 
teaching followed by the researcher's summary of their assertions. The researcher also 
reported that students overcame conflicts in the classroom by developing alternative 
pedagogical strategies. 
The choice of pedagogy utilized in music therapy was the basis of a study by 
Hahna and Schwantes (2011). They described the purpose oftheir study as assessing the 
frequency of the use of feminist music therapy pedagogies among music therapy 
educators. Sixty-nine instructors participated in the study. Ofthat number, 32 (46%) 
identified themselves as proponents of feminist music therapy pedagogy, and 46 (67%) of 
the respondents reported utilizing various aspects of feminist music therapy pedagogy. 
This study provides evidence to the idea that instructors are aware of pedagogical 
differences and that they make choices concerning pedagogy. 
Studies Utilizing Shulman's Framework 
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Studies relating to Shulman's framework of teacher knowledge and pedagogical 
knowledge by far outnumber studies of content knowledge and pedagogy that do not. The 
various studies include attempts to: (a) identify teachers' pedagogical content knowledge 
through survey instruments, interviews, and observations; (b) investigate teaching 
strategies; (c) perform international investigations to compare the levels of content 
knowledge, pedagogical content knowledge, and general pedagogical knowledge of other 
countries to the United States; (d) develop a theoretical framework for general 
pedagogical knowledge; (e) link multiculturalism, content knowledge, and pedagogy of 
the preparation of pre-service teachers; (f) determine the students' perception of their 
instructor's pedagogical content knowledge; (g) rank knowledge, skills, and general 
pedagogy practices; (h) determine whether pedagogical content knowledge is identifiable 
and to what source it can be attributed; and (i) rank the elements of Shulman's general 
pedagogical knowledge category. I attempted to present reviews of studies in general 
education, music education, and mariachi education; however, no studies utilizing 
Shulman's concept of subject-matter knowledge combined with pedagogical knowledge 
in mariachi education currently exist. 
Studies in general education. Rowan et al. (2001) attempted to measure 
teachers' pedagogical content knowledge through survey instruments. The study was 
limited to the academic subjects of reading/language arts and mathematics at the 
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elementary grade level. Certified elementary school teachers in Michigan and Texas (N = 
104) completed and returned questionnaires. The investigators reported limited success in 
using survey items to develop a reliable scale for measuring teacher content knowledge in 
small curricular domains of the subject field. Of the 22 scales that were constructed by 
the investigators, 2 of the scales had a reliability greater than 0.90, 3 scales had a 
reliability greater than 0.80, 7 scales had a reliability greater than 0. 70, and 10 scales had 
a reliability less than 0. 70. Rowan and the other investigators concluded that the positive 
results offered evidence that survey instruments can measure pedagogical content 
knowledge, but also inferred that their survey method of investigation was problematic. 
Among the challenges for the researchers inherent in the use of a survey instrument was 
the development of items that assessed the full range and level of the respondents' 
pedagogical and content knowledge while, at the same time, retaining both clarity and 
precision. 
Ellison (2007) investigated the pedagogical content knowledge and teaching 
strategies of teachers who teach Spanish to students whose primary language is Spanish. 
The researcher gathered information on this topic through observing and interviewing 
two Spanish teachers for a period of 14 weeks. The investigator also sent a questionnaire 
to 100 middle school and high school Spanish teachers who were teaching Bilingual 
Education or English as a Second Language classes to obtain further data. Ellison posed 
three questions in the study that addressed various aspects of pedagogical content 
knowledge: (a) How is subject matter pedagogically demonstrated? (b) What skills and 
knowledge are needed for teaching Spanish? and (c) Are there any changes in 
pedagogical content knowledge as teachers become more experienced in teaching? For 
the first question, the respondents believed that they demonstrate content knowledge 
pedagogically through their use of advanced organizers and from their clearly stated 
expectations for students. The data for the second question indicated that Spanish 
teachers should have a strong command of the Spanish language and the ability to use 
culturally relevant practices in their teaching. The responses to the third question 
indicated that teachers factor in the needs of their students as they become more 
experienced in teaching. Ellison concluded that pedagogical content knowledge is a 
combination of an instructor's methodology, personality traits, and understanding of 
students' needs. 
32 
A study by Blomeke, Suhl, and Kaiser (2011) examined data from the Teacher 
Education and Development Study in Mathematics (TEDS-M) to evaluate the 
effectiveness ofteacher education. Approximately 15,000 pre-service primary grade math 
teachers in their final year of a teacher education program from 16 different countries 
participated. Mathematical Content Knowledge (MCK) and Mathematical Pedagogical 
Content Knowledge (MPCK) were two of the indicators examined by the researchers. 
The report indicated that future primary grade math teachers in the United States scored 
slightly above the international mean of 500 test points for the MCK indicator. The 
MPCK score for the United States was significantly above the mean score. From these 
indicators, the researchers concluded that the teacher education programs in the United 
States are effective with respect to developing pedagogical content knowledge in pre-
service primary grade math instructors. Based on the international comparison, Blomeke 
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et al. (2011) suggested that teacher education programs in the United States include more 
math classes in order to broaden pre-service teachers' content knowledge. The 
researchers assert that a higher level of content knowledge will expand the pedagogical 
content knowledge of future math teachers. 
Konig, Blomeke, Paine, Schmidt, and Hsieh (20 11 ), researchers from Germany, 
the United States, and Taiwan, developed a theoretical framework to assess pre-service 
middle school math teachers' general pedagogical knowledge (GPK). The researchers' 
framework focused on testing pre-service math teachers based on their ability to recall 
knowledge and to generate pedagogical strategies. Konig et al. developed 77 test items 
used in context with the TEDS-M to measure the general pedagogical knowledge. In 
2008, 607 pre-service teachers in the United States, 771 pre-service teachers in Germany, 
and 365 pre-service teachers in Taiwan completed the test. The investigators reported that 
the teachers from the United States scored lower than those from the other two countries 
with regard to the overall GPK test scores. In analyzing the individual components, 
however, U.S. teachers out-scored the other two countries' teachers in the pre-service 
teachers' ability to generate classroom strategies. The researchers acknowledged that 
GPK can be analyzed as a homogenous construct, but qualified their statement by saying 
that the indicators they had initially formed in their theoretical framework generate a 
more accurate analysis because of the heterogeneous nature of GPK. 
In the field ofurban education, Bales and Saffold (2011) attempted to link 
multiculturalism, subject content, and pedagogy as part ofthe preparation of pre-service 
teachers for urban school student teaching placement. These researchers executed a self-
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study involving nine students from a large university in the mid-western United States 
that placed their pre-service teachers in a neighboring urban school district. Teachers 
from the university's School ofEducation and its College ofLetters and Science 
developed and implemented a pedagogy lab as part of the education curriculum. The lab, 
while designed to offer prospective teachers the opportunity to develop their knowledge 
of ethnicity and their understanding of social class, also served pre-service K-12 teachers 
by enhancing their pedagogical content knowledge. Bales and Saffold gathered data 
through participant observations, interviews, and online discussions based on course 
assignments. The data indicated that the students who participated in the pedagogy lab 
were able to understand and develop a broad and complex subject-based content 
knowledge and pedagogical content knowledge that accounted for their students' cultural 
differences, language limitations, gender, and social class. 
A study by Jang (2011) addressed college students' perceptions of their 
instructors' pedagogical content knowledge. The researchers gave students a four-part 
survey at mid-term to comment on different aspects of their instructors' pedagogical 
content knowledge. The researchers provided an analysis of the survey to participating 
instructors during workshops. The instructors utilized this information and adjusted their 
teaching strategies during the second half of the semester. During the last week of the 
semester, the students took the same four-part survey. The researchers reported an 
increase in students' perception of instructors' Subject Matter Knowledge (SMK) and a 
marked difference in students' perception of instructors' Instructional Representation and 
Strategies (IRS). Conversely, the students perceived no change in their instructors' 
Instructional Objects and Content (IOC) and Knowledge of Students' Understanding 
(KSU). 
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Studies in music education. Millican (2008) solicited the opinions of participants 
concerning the ranking of knowledge and skills categories modeled after Shulman's 
framework for general teacher education. The researcher added a seventh category, 
administrative knowledge, to Shulman's six categories. By means of an anonymous 
online questionnaire, 214 secondary school band and orchestra directors ranked the seven 
categories in the order that ·they felt best reflected relevance to professional success. The 
participants also responded to questions concerning their (a) teaching assignment, (b) 
grade level taught, (c) school's enrollment, (d) location of school, (e) number offull-time 
music instructors at the school, (f) years of teaching experience, (g) undergraduate 
institution granting teaching certification, and (h) amount of student teaching. The results 
of the survey, using a paired comparison technique, ranked the seven categories in the 
following order: (a) pedagogical content knowledge, (b) content knowledge, (c) general 
pedagogical knowledge, (d) curriculum knowledge, (e) knowledge of learners, (f) 
knowledge of educational contexts, and (g) administrative knowledge. Millican used the 
Chi-square test of independence to analyze the participants' survey responses and their 
knowledge and skills rankings. There were no significant differences between the 
rankings when utilizing the subcategory data. Overall, the respondents ranked 
pedagogical content knowledge, content knowledge, and general pedagogical knowledge 
as the most relevant to teacher success. 
Haston and Leon-Guerrero (2008) attempted to determine (a) whether music 
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education pedagogical content knowledge is identifiable and (b) who or what were the 
original sources that provided this pedagogical content knowledge. The investigators 
employed a limited qualitative case study design to examine the teaching practices of six 
pre-service music instructors. The researchers videotaped the participants teaching in a 
classroom setting and analyzed the recordings to identify the participants' pedagogical 
content knowledge. After this analysis, the researchers conducted an interview with each 
of the six participants in an attempt to determine the original source of their pedagogical 
content knowledge. The data from the interviews indicated that the pedagogical content 
knowledge for each participant originated from various sources, which the researchers 
identified as the most influential sources. The most prevalent sources identified this way 
were the cooperating teacher during the participant's apprenticeship and college method 
courses. Additionally, the investigators concluded that one participant gained pedagogical 
content knowledge from multiple teaching models, while the researchers identified a long 
period of observation as the source of the final participant. 
Shulman (1987) asserted that his general pedagogy knowledge category applies to 
all teachers in the profession irrespective of their subject field. The elements of general 
pedagogy knowledge identified by Shulman (1987) include: (a) those related to 
classroom management, (b) those related to the establishment of rules and routines, and 
(c) those related to or reflected in presentation and communication skills. In a study of 
band and orchestra teachers, Millican (2009) asked study participants to rank the 
elements of Shulman's general pedagogy knowledge category. One hundred seventy-
three teachers in the state of Texas completed an anonymous online questionnaire. They 
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generally agreed on the importance of the following four points: (a) organizing and 
planning instruction, (b) the development of routines and rules for the classroom, (c) the 
timely and consistent enforcement of rules, and (d) the development of personal 
connections with their students. In some instances, according to the investigator, the 
teaching assignment and teaching level of the participants caused slight variation in the 
ranking of these four points. 
Summary 
The information presented above is a sampling of research that pertains to 
instructors' knowledge bases, pedagogical practices, and studies that utilize Shulman's 
framework for teacher education. The examples included a variety of methodological 
approaches and brought forth varied information and data on this topic. The lack of 
research on the topic of mariachi education validates the need of this current dissertation 
as a contribution to the field of music education. 
Publications Addressing Mariachi Instruction 
I consider the development of a body of literature based on research and interest 
in a particular topic critical for the evolution of the practice field under discussion. This is 
clearly the case to the overarching topic of the present project, mariachi music education. 
The development of such a body of literature depends on the formulation of appropriate 
questions with attempts to respond to them in a manner that contributes to an emerging 
literature and to praxis concerns in this field. As far as mariachi music is concerned, some 
of these writings have addressed the need for curricular materials for classroom teachers 
38 
and the need for resources upon which to base instrumental instruction. 
Harpole's (1980) work is an example of such interest, need, and response to both 
sets of concerns. Harpole recognized the necessity for the development of curricular 
materials specific to the mariachi music genre for music educators and classroom 
teachers. Harpole also attempted to address the need of the development of teaching units 
for teachers to improve their ability to deliver a better education to their students. Harpole 
developed two teaching units and implemented them at four schools in Los Angeles 
County-Introduction to Mariachi Music: Playing Mariachi Music, and The Corrido: An 
Introduction: Singing and Composing Corridos. 
Bennett (1979) provided a guide for student trumpet players seeking to develop 
the characteristic style of mariachi music. Bennett studied the stylistic characteristics of 
mariachi trumpet performance to recreate an authentic interpretation. The author then 
compiled a list of mariachi literature that included several representative pieces to use as 
teaching examples. Bennett went further, also differentiating between instructional 
materials beneficial to Mexican American teachers and materials beneficial to non-
Mexican-American instructors. The author also provided a method for evaluating trumpet 
performance in these music curricula. 
Complete curriculum guides for mariachi programs in grades 6 tol2 have been 
developed and are used as integral components of comprehensive music programs, which 
include band, choir, orchestra, and jazz programs. Such a mariachi curriculum is in 
operation in the Somerset Independent School District in San Antonio, Texas and the 
Clark County School District in Las Vegas, Nevada; both curricula can be viewed on the 
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website of the National Association for Music Education (NAfME, 2008). 
NAfME published Foundations of Mariachi Education, Vol. 1: Materials, 
Methods, and Resources in partnership with Rowman and Littlefield Education 
(Gradante, 2008). The publication is a book designed to help music educators address 
questions they have about starting and maintaining a mariachi program. The contributing 
authors of the book examined topics such as: (a) how to begin a mariachi program, (b) 
how to get support from parents and school administration, (c) what kind of instruments 
to purchase for a mariachi ensemble, and (d) how to tune the mariachi instruments. Other 
practical issues such as those concerned with budgeting, scheduling, instrumentation, 
homogenous versus heterogeneous instrumentation, arrangements, curriculum, and 
repertoire are also addressed. 
Summary 
In the section above, I presented a variety of sources that address mariachi 
instruction. The first two examples are from published doctoral dissertations that suggest 
teaching units and materials for mariachi instructors. The third example lists two 
mariachi curriculum guides utilized by the authoring school districts. The fourth example 
is a published book that addresses how to start and maintain a mariachi program. The 
brevity of this section highlights the need for additional mariachi materials for 
instruction. 
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CHAPTER3 
Design and Methodology 
The purpose of this study was to determine the status of mariachi music programs 
and instructional methods of mariachi instructors in Texas. In this study, I examined the 
pedagogical practices, content knowledge, and specific skills that selected mariachi 
instructors considered the most important to effective instruction in a mariachi music 
program. I also inquired about what types of activities are included in mariachi 
instruction. In this study I addressed the following research questions: 
1. What is the status of mariachi music programs in the state of Texas? 
2. What content knowledge do selected Texas middle and high school mariachi 
instructors possess? 
3. What pedagogical knowledge do selected Texas middle and high school 
mariachi instructors possess? 
4. What pedagogical content knowledge do selected Texas middle and high 
school mariachi instructors possess? 
5. What types of activities are included in mariachi instruction in selected middle 
and high schools in Texas? 
In this chapter, I will explain and discuss the overarching design for the study, a 
design that not only allowed for examination and critical analysis but also, indeed, 
required it. Because of the qualitative nature of the study, I took measures to enhance the 
trustworthiness of my findings. These techniques will be included in my discussion. In 
this chapter, I address the methods and processes developed in order to generate data 
regarding the program status for those mariachi programs selected for inclusion, the 
criteria employed to determine inclusion, and the methods employed to generate 
demographic data for instructors selected for inclusion in this study. 
Identification of Programs 
The first step in preparing for the study was the identification of mariachi 
programs. To qualify for the study, mariachi programs had to be currently operational 
and supported by a community's public education system. I also wanted to enlist 
programs that would represent various regions in the state of Texas. 
Identifying Mariachi Programs in Texas 
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Because the geographical boundaries for the project correspond to the state of 
Texas, I adopted an appropriate partition to allow for a reasonably representative review 
of existing mariachi music education programs in the state. The specific method 
employed to meet this objective was the use of the area alignment map developed and 
used by the Texas Music Educators Association (TMEA). TMEA supports music 
education in public schools and sponsors music events in the state of Texas. The area 
alignment map divides the entire state of Texas into seven sections (see Figure 1). 
In accordance with the overall design for the study, identification of schools with 
mariachi programs was necessary. For this purpose, I collected information regarding the 
existence of school mariachi programs from two organizations whose members regulate 
music competitions in the state of Texas; additionally, I consulted a website maintained 
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by the Texas Music Office (Peny, 2007). 
The first sources I consulted were TMEA and the University Interscholastic 
League (UIL), both ofwhich direct regional and statewide competitions that include 
participation by mariachi programs and mariachi musicians. TMEA sponsors mariachi 
group competitions and individual auditions to select the best mariachi performers in 
certain regions of the state. At the time ofthis study, not all of the 28 regions held group 
competitions. UIL's solo and ensemble contest allows mariachi groups to perform under 
the category of"medium ensemble" for a ranking of performance and possible awarding 
of medals to performers. 
TMEA and UIL host websites that identify current officers and provide email 
addresses and telephone numbers for contacting them. I sent emails to the highest-
ranking officials ofTMEA and UIL requesting a list of the schools in each region that 
currently offer mariachi music instruction (see Appendices A and B). I made follow-up 
telephone calls to each officer one week after making the initial email contact. In some 
cases, I wanted to clarify received information, and in all cases, I expressed my gratitude 
for their response to my request. In total, I emailed 56 different people to gather names of 
schools with mariachi programs from which the sample for participation in this study was 
drawn. 
A second means employed to identify schools with mariachi programs was 
through the web page "Mariachi Education in Texas" on the website of the Texas Music 
Office, which is maintained under the auspices ofthe Office of the Governor of Texas. 
According to this source, 145 public and private schools and higher education institutions 
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in Texas had mariachi programs or offered mariachi classes. Included in the listing were 
2 elementary schools, 32 middle and junior high schools, 1 private school, 91 high 
schools, and 16 colleges and universities. 
After comparing the sources used to identify mariachi programs, I determined that 
the "Mariachi Education in Texas" web page provided a larger list of mariachi programs 
than the list compiled from TMEA and Ull., representatives. The "Mariachi Education in 
Texas" web page, however, listed mariachi programs that were no longer in existence. An 
attempt to compile a complete and current listing of mariachi programs in the state of 
Texas was not the object of this study; however, the large number of mariachi programs 
at the secondary level in Texas made it possible to set up criteria for selecting programs 
that would represent large areas throughout the state. 
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TMEA 
Area Alignment 
1 
Figure 1. The seven areas recognized by the Texas Music Educators Association. 
TMEA's All-State Area map is color-coded for easier visual reference. 
Reprinted, by permission, Texas Music Educators Association. 
Individual Participants 
The selection of individual participants was an important process in the 
development of this study. Each potential participant had to be currently employed as a 
mariachi instructor in a public school district in the state of Texas. Below is a detailed 
description of the process to recruit subjects for this study. 
Sampling Method 
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A sample of 14 schools representing all 7 geographic regions of the state of Texas 
was selected. After I reviewed all the responses from TMEA and UIL members and 
incorporated information from the "Mariachi Education in Texas" web page, I sorted and 
categorized the potential participants according to TMEA's area alignment map (see 
Appendix C). I selected one middle school and one high school from each ofTMEA's 
seven areas to participate in the study. 
The sampling method used was consistent with and based on a sampling method 
referred to in the literature as "biased sampling" (Orcher, 2005, p. 91). I considered this 
sampling method appropriate for this study because I sought to identify mariachi 
instructors with varied educational backgrounds and mariachi programs with varied 
structural factors to provide as broad a base as possible. I derived further support for this 
sampling technique from Patton's (1980) recognition of maximum variation sampling as 
a type of sampling that is appropriate for studies in which unique variations that have 
emerged from various situations and circumstances are the variables of interest. 
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Criteria for Selection 
As an investigator, I made decisions about whom to include in the study. 
Employing biased sampling, I extended invitations for volunteers to participate based on 
the geographical location of their school and their current grade level teaching 
assignment. It was my intent to include a representative sample of mariachi instructors 
throughout the state of Texas (Orcher, 2005). To contribute to the reliability and 
robustness of the study, I included programs that had been in existence for periods of 
time that covered a wide range. I also included mariachi programs that had various 
meeting times both during and outside the school day. I chose to interview and observe 
instructors with various backgrounds in education and whose experience with mariachi 
music also varied over a range of time periods. These criteria were applied without regard 
to the instructors' certification status. The study participant could be a certified music 
teacher, a certified general education teacher, or a non-certified instructor with mariachi 
performance experience. 
A variation in programs and instructors was achieved through a simple inquiry of 
the first instructor selected from each area. Mariachi instructors are, quite often, familiar 
with other mariachi programs and mariachi instructors in their regions. From time to 
time, instructors told me about other programs. Based on these few comments, I was able 
to target programs and instructors whose participation would maximize the level of 
variation among potential participants. This process, however, was practical only in 
regions with large numbers of programs. In regions that had only one or two mariachi 
programs in operation, it was necessary for me to include programs and instructors based 
on their willingness to participate. 
The following 14 instructors, 7 middle school and 7 high school, agreed to 
participate in the study. The participants' names and school names are pseudonyms to 
preserve confidentiality. 
• John, mariachi instructor at Anson Jones Middle School 
• Alec, mariachi instructor at Wilshire Middle School 
• Jonathan, mariachi instructor at Gus Garcia Middle School 
• Matthew, mariachi instructor at Ross Sheppard Middle School 
• Karen, mariachi instructor at John Nance Garner Middle School 
• Cheryl, orchestra and mariachi instructor at Crystal City Middle School 
• Robert, orchestra and mariachi instructor at Adlai Stevenson Middle School 
• Paul, band director and mariachi instructor at Luther Burbank High School 
• Benjamin, mariachi instructor at Robert E. Lee High School 
• Andrew, mariachi instructor at John Davidson High School 
• Richard, mariachi instructor at Ronald Reagan High School 
• Jacob, mariachi instructor at Poly Tech High School 
• Michael, mariachi instructor at Sidney Lanier High School 
• Albert, mariachi instructor at Mark Anderson High School 
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The rate of response to my invitation to participate was acceptable in that only 
one school declined. Further invitations were issued in that school ' s region to recruit a 
mariachi instructor for the study, and the goal of one middle school and one high school 
from each ofthe seven areas across the state of Texas was met. 
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Confidentiality 
The protocol for acquiring the data upon which this dissertation is based included 
a number of elements that addressed both confidentiality and participants' research 
concerns. Confidentiality was protected and preserved by collecting data without any 
personal identifiers of study participants. The participants were identified by their TMEA 
area letters (A-G) to indicate teaching assignment locations and the letters JH or HS to 
indicate teaching assignment grade level. Potential risks to participants were considered 
to be no more than minimal. Notwithstanding this risk assessment, appropriate safeguards 
were also a part of the study protocols. 
One safeguard for the protection of participants and for transparency of both 
process and content was securing the approval of the individual responsible for each 
site at which the research was conducted. This approval was, in each instance, solicited 
and obtained. The process by which this safeguard in the research protocol was 
implemented included the use of a letter to the principal, which was designed to optimize 
awareness ofthe project and enhance participation (see Appendix D). Once the approval 
was obtained, principals were asked to forward a recruitment letter to the mariachi 
instructors at their campuses seeking their approval for the project and inviting them to 
participate (see Appendix E). In some cases, the process of initial contact was reversed. 
In these instances, the mariachi instructor was sent a recruitment letter, and upon 
obtaining approval, the letter to the principal was forwarded. In every instance, provision 
was made for full understanding of the project, the investigator' s activities, and the 
precise form that participation of the mariachi instructor would take. A signed statement 
on school letterhead was obtained that indicated that the appropriate school officials 
understood the research and that they granted permission for me to visit the campus for 
the purpose of collecting data for the research project. 
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Some school districts whose participation had been solicited had requirements of 
their own governing the presence of visitors on school grounds. In most of these cases, 
the school district required me to undergo a clear background check before any visitation 
was authorized. In two instances, I had to petition the schools' superintendents for 
permission to conduct the study on school grounds. This process involved executing 
additional paperwork explaining the intent of the project and the dissertation and 
outlining plans for future use and possible publication of information obtained. The 
process of meeting the requirements of the school districts and the Institutional Review 
Board (IRB) took from as short a period as two weeks to as long a period as six months. 
The final element in the protocol for this study was the utilization of an informed 
consent form on Boston University letterhead including all required and relevant 
information to be provided by each potential participant after appropriate review and 
approval (see Appendix F). Two copies of the informed consent form were taken to the 
observation site where signatures granting permission for the observation and audio 
recording of the interview were obtained. One copy was left with the participant, and I 
retained the other. All signed documents and audio tapes, except those submitted to the 
IRB, were kept in a locked file cabinet at my residence. 
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Data Collection 
Upon each school's acceptance ofthe invitation to participate, arrangements were 
made for an on-site interview and observation of the instructor in the teaching 
environment. These arrangements were made directly with the mariachi instructors based 
on their availability. 
Interviews 
To facilitate the collection of data from mariachi instructors, I utilized a 
questionnaire and interview method approach. Both the content and form of the 
questionnaire and the interview were based on those utilized in a previous mariachi study 
conducted by Morgan-Thornton (2003). The Morgan-Thornton study, however, neither 
described the process in detail nor subjected data to reliability assessment by means of 
member checks. The questionnaire used to guide the interviews in my study consisted of 
two types of items. The first five items were designed to elicit short-answer responses, 
while the remaining three items were designed to elicit information of a lengthier and 
more descriptive nature. These latter items were presented as open-ended questions to 
maximize participants' opportunities to respond comprehensively and with greater 
subjectivity. The interviewing process allowed the mariachi instructors time to reflect on 
their answers and to utilize examples from both their current situations and their past as 
well as to speculate about future conditions and circumstances (Lincoln & Guba, 1985). 
Interviews consisted of 45- to 60-minute conversations, with all appropriate 
allowances made to accommodate the idiosyncrasies of the local situation. The variables 
of each interview consisted of the sequence of events and the time of day. Five of the 
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interviews were conducted prior to the relevant observations, and nine interviews were 
conducted after the observations. Ten of the interviews took place during the instructors' 
conference periods, two interviews were held during the instructors' lunch periods, and 
two interviews were conducted after school. Each interview consisted of my presenting 
the eight scripted questions from the "Interview Questions for Instructor'' form (see 
Appendix G). After hearing each question, the interviewees were given ample time to 
formulate and articulate their thoughts and to respond as they wished. 
With the permission of each study participant, an audiotape recording of each 
interview was made using a Marantz PMD201 portable cassette recorder. The 
audiocassettes produced were labeled to include the following information: TMEA area 
indicator, school grade level information, and date of interview. I also took notes during 
the interview in order to track important points for further discussion and review. On 
several occasions, I found it interesting to note that the instructors had various answers 
for how they gained expertise for teaching mariachi. Some instructors received 
instruction from family members, so I inquired iftheir relatives were professional 
musicians or mariachis. Others recounted receiving instruction on mariachi at the 
universities they attended. Upon hearing that response, I wanted to know where they 
attended school and how many classes of mariachi instruction they had completed. 
Following each on-site visit, I transcribed each interview. Then I summarized each 
interview and highlighted events from each conversation that were relevant to the study. I 
included verbatim quotations from the interviews in addition to other data. The written 
data was then checked against the recorded interview in order to assure accuracy in the 
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written record. 
Copies of the interview transcription and observation write-up were emailed to 
each participant to check for accuracy of information and to serve as a mechanism 
whereby each participant could indicate his or her final approval of the content he or she 
had provided. Only 2 of the 14 participants felt that the transcripts of their interviews 
needed corrections. In each of these instances, the corrections consisted of a simple 
adjustment to the number of years of the participant's service in the teaching field . 
Observation 
In addition to conducting interviews as a method for collecting data as utilized by 
Morgan-Thornton (2003) in a previous mariachi study, I also included classroom 
observations of selected mariachi instructors. The decision to use observation was based 
on a study by Dodd (200 1 ), who used observation as another method of acquiring data in 
an ethnographic study of how participating in a mariachi group influenced the lives of its 
students. Dodd (200 1) found that on-site observation allowed for the real-time acquisition 
of data regarding students' participation in the program. Dodd (2001) stated that among 
the advantages of using observation as a data method, the scope of the research was 
broadened by the ability to observe not only the student participants, but also the 
teachers, volunteers, and staff 
I chose to use this method of observation for a number of reasons. First, the 
observation provided a here-and-now experience of mariachi instructors. Second, 
observation allowed me to see and experience the classroom environment. Finally, this 
method allowed me to capture tacit knowledge of the instructor that pertained to my 
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research questions (Lincoln & Guba, I 985). 
I observed the instructors as a nonparticipant in their teaching environments in 
order to obtain data regarding their specific pedagogical practices. An observation 
checklist (see Appendix H) was developed and used to assure uniformity in the collection 
of these data. The observation checklist was used as a guide for obtaining data that were 
specific to each class and to observe and note the pedagogical strategies employed by the 
mariachi instructor during class (Orcher, 2005). Each checklist was labeled clearly at the 
time that it was used to reflect such basic information as TMEA area indicator, school 
grade level information, and date of observation. 
The observation checklist also included the collection of data regarding repertoire, 
homogeneity or heterogeneity of instrumentation, class structure data, and materials 
utilized. This observation checklist further provided for the collection of other data that 
bears on the integrity and validity of the observation; for example, the presence of 
irregularities or distractions in the observation session was noted in each instance. 
Data Analysis 
Researchers have noted that the collection of data itself often helps to refine the 
focus of analysis, and early analytic phases of data collection sometimes facilitate 
narrowing of the scope and process of data collection (Charmaz, 2005; Orcher, 2005; 
Trochim, 2001). As such, coding categories were established for descriptive and analytic 
purposes through careful review of information gathered during the interviews and 
observation sessions. The coding process was guided by the research questions, and 
emergent themes were found in the data. The organized codes were then arranged into 
54 
categories with thematic headings. A constant comparative approach was used in this 
phase of data collection and analysis (Lincoln & Guba, 1985). The final step consisted of 
merging the coded information into a narrative to be presented in the results chapter. 
The interview content was analyzed along the following dimensions: (a) the 
curricular status of selected mariachi music programs, (b) the selected mariachi 
instructors' faculty status and certification, (c) the means by which the selected mariachi 
instructors acquired their mariachi music expertise, and (d) the selected mariachi 
instructors' opinions regarding specific skills and skill sets, specific content knowledge, 
and the pedagogical expertise necessary for effective mariachi music teaching. 
The designed observation checklist captured information regarding class 
structure, content material, and pedagogical practices of selected mariachi instructors. 
Data from interviews and observation sessions were aggregated and cross-referenced for 
further analysis and the development of categories and themes, as appropriate. Several 
level one codes were drafted, such asP: Participant, MP: Mariachi Program, TM: 
Teaching Mariachi, and LM: Learning Mariachi, to separate information into large 
themes of information. The addition of level two codes, CK: Content Knowledge, GPK: 
General Pedagogical Knowledge, PCK: Pedagogical Content Knowledge, and A: 
Activities, to the above themes segregated the information into categories. This higher-
level analysis made it possible to develop general statements or theoretical assertions 
regarding the current pedagogical practices of select mariachi music instructors who 
participated in the study. Several codes, such as LM: Learning Mariachi, PD: 
Professional Development, and NT: Networking with Other Teachers, were initially 
utilized but did not materialize into information applicable for this study. 
Trustworthiness and Reliability 
55 
I took several steps after the data were collected to enhance both the 
trustworthiness and reliability ofthe data. The qualitative nature of the study is such that 
the following steps were appropriate: member checks, external audit, and peer review 
(Orcher, 2005). 
Member Checks 
The means employed to enhance both trustworthiness and reliability regarding the 
study included the following: (a) each participant was provided the opportunity to review 
and comment on his or her interview and observation write-up, as has been described 
above, and (b) each participant was provided the opportunity to approve content prior to 
its use. Two of the 14 participants found errors in the data from the interview portion. 
These errors were corrected and resubmitted to the participants for their final approval. 
No discrepancies were indicated by participants in the observation write-ups. 
External Audit and Peer Review 
Evidence of credibility and accuracy are essential in presenting a valid study 
(Lincoln & Guba, 1985). An external audit was performed on the collected data by my 
dissertation supervisors for a critical evaluation of factual and interpretative data. In 
addition, two colleagues in the doctoral program at Boston University served as peer 
reviewers to examine the compatibility of thematic headings to the recorded data. 
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Chapter Summary 
In this chapter, I have described the overarching design of my study. I explained 
the process of identifying the mariachi programs in the state ofTexas and the criteria 
used for selecting individual participants. In addition, I described my rationale for data 
collection and data analysis along with the safeguards used to enhance the trustworthiness 
and reliability of the data. 
My research methods, which included interviews and observations of fourteen 
selected mariachi instructors, enabled me to acquire data that helped provide answers to 
my research questions. In chapter 4, I will examine and present the content knowledge, 
pedagogical knowledge and pedagogical content knowledge of selected mariachi 
instructors. My analysis of the reported data will subsequently provide a theoretical 
framework for understanding the specific pedagogy of mariachi instructors and their 
activities in public schools. 
CHAPTER4 
Content Knowledge, Pedagogical Knowledge, 
and Pedagogical Content Knowledge 
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In this chapter I present the findings that answer the research questions pertaining 
· to mariachi programs and mariachi instructors. I examine and present the content 
knowledge, pedagogical knowledge and pedagogical content knowledge of selected 
mariachi instructors. Finally, I report the types of activities that are included in mariachi 
instruction. The information presented here will build foundational concepts and 
approaches that provide both the practical and the conceptual bases for mariachi music 
instruction in public schools. 
Content Knowledge 
In my analysis, I considered two types of content knowledge within the context of 
mariachi instruction: content knowledge about mariachi and content knowledge of 
mariachi. Hill et al. (2008) developed this concept for describing the teaching of 
mathematics. I borrowed their definition and applied it to the teaching of mariachi. 
Examples of content knowledge about mariachi are historical knowledge with regard to 
the subject of mariachi and declarative knowledge about music notation, music reading, 
and instrument performance. The content knowledge of mariachi is procedural 
knowledge for teaching students to play instruments and ultimately how to perform 
mariachi music in an ensemble. 
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Content Knowledge about Mariachi 
Participants in this study considered it important for mariachi instructors to 
possess content knowledge about Mexico' s history and celebrations as well as the history 
of mariachi music and its members. The participants agreed that mariachi instructors 
should possess knowledge about music and the instruments utilized in the mariachi 
ensemble as well as possess the ability to play the mariachi ensemble instruments. The 
following are examples ofthe participants' answers. 
Mexico's history and celebrations. For Paul, band director and mariachi 
instructor at Luther Burbank High School, students needed to possess historical 
knowledge and an understanding ofthe significance ofthe cultural festivities and civic 
celebrations that involve mariachi music. He noted that students should understand that 
mariachi music is part of the cultural experience during religious events such as the Dia 
de Ia Muertas (Day of the Dead}, as well as family celebrations such as Feliz Dia las 
Madres (Happy Mother's Day), Dia de San Valentin (Valentine's Day), aniversarios 
(anniversaries), cumpleafios (birthdays), and baptismos (baptisms). During civic 
celebrations, mariachi musicians often perform at gatherings for Cinco de Mayo (Fifth of 
May) and Dia de Ia lndepencia (Day of Independence), more commonly referred to as El 
Diceses de Septiembre (The 16th of September) or 16 de Septiembre (16th of September). 
Many instructors were concerned with correcting students' misconceptions about 
Mexican history and culture. John, mariachi instructor at Anson Jones Middle School 
said, "I want the kids to know that Pancho Villa did not have anything to do with the 16th 
of September." Mexico recognizes many different dates that are affiliated with the 
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country' s struggles for independence. The 16th of September is a celebration of the 
beginning ofMexico's independence from Spain in 1810. Pancho Villa was a general 
during Mexico' s civil war that began a century later in 1910. John, in accordance with 
Paul' s earlier comments, stated that this historical knowledge helped students to 
understand why they were celebrating these events and "the [cultural] significance of 
being a Mexican American performing in a mariachi performing for September 16." He 
believed that "understanding the role of Mexican Nationalism for Cinco de Mayo" was 
important. 
Mariachi ensembles and members. Andrew, mariachi instructor at John 
Davidson High School, hoped that his students would acquire familiarity with great 
mariachi groups including Mariachi Vargas de Tecalitlan, Mariachi Sol de Mexico, 
Mariachi Intemacional de Guadalajara, Mariachi Caxan, and Mariachi Los Camperos de 
Naticano. Andrew played compact disc recordings of each of these groups to teach his 
students about the history of the mariachi and the repertoire they performed. He used the 
recordings to demonstrate "what a mariachi should sound like" and guided the students 
through the process of listening to recordings of current repertoire to emphasize style. In 
addition to providing listening directives, Andrew would stop the recording at certain 
sections and have the students imitate the style that they heard. 
During his observed class, John introduced his students to the name of Sylvester 
Vargas, the leader of the famous Mariachi Vargas de Tecalitlan. Sylvester Vargas, as 
reported by John, assumed the leadership position from his father, Gaspar Vargas, in 
1931 . John told his students that Sylvester Vargas was a prominent composer and 
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arranger in the mariachi genre. He further remarked that Sylvester Vargas hired only 
musicians that had the ability to read music. John used this statement in class to 
encourage his students to learn how to read music instead of performing music by rote. 
Music and instrument knowledge. Matthew, mariachi instructor at Ross 
Sheppard Middle School, emphasized the need to master the subject at the highest 
possible level. He stated that, within the scope of content knowledge, "you have to know 
music theory, ear training, rhythm, and to achieve this, you need good piano skills as 
well ." 
Alec, mariachi instructor at Wilshire Middle School, stressed the need to know 
"the right key, the lengths of the notes, and the tempo of the music," and stated that these 
are all integral parts of being knowledgeable about the music. During Alec's observation, 
he demonstrated his musical competency by correcting the students when they played 
incorrect notes and rhythms. Alec was also able to determine the tempo of the music by 
his knowledge of the style. 
Although the participants in this study considered content knowledge vital for 
performing mariachi music, they recognized that issues existed in undergraduate teacher 
preparation programs. Jacob, a mariachi instructor at Poly Tech High School, emphasized 
the role of music education for a mariachi instructor: 
People need to go through a 4-year degree in music. On top of those classes, they 
need to take an armonia class to be able to teach all the mimicos for mariachi - or 
a guitar class, a string method class, a brass method class, a voice methods class, 
and if you don't speak Spanish, you need to take a Spanish class. 
According to Benjamin, mariachi instructor from Robert E. Lee High School, a 
mariachi instructor needs to know Spanish and how to pronounce the words correctly 
because the "wrong inflection of a word can change the meaning of the song." Karen, a 
mariachi instructor at John Nance Garner Middle School, likewise believed that 
education is important for mariachi instructors and specified that "having a music 
certification and participating in mariachi workshops and festivals" are, in her view, 
requirements for teaching mariachi. 
61 
Robert, an orchestra and mariachi instructor at Adlai Stevenson Middle School, 
explained the need to know "how to teach band, choir, and orchestra as well as having a 
good knowledge of guitar and vihuela techniques." Richard, mariachi instructor at 
Ronald Reagan High School, commented that a mariachi instructor has to have 
knowledge of brass, string instruments, and choir. Indeed, knowing the basics ofthe 
instruments-the armonia, the violin, and the trumpet-was important for Matthew. 
Cheryl, an orchestra and mariachi instructor at Crystal City Middle School, made this 
comparison: "(J]ust like any orchestra teacher needs instrumental skills, somebody who 
teaches mariachi would certainly need to know the folk instruments such as the guitar, 
guitarra de golpe, the vihuela, and guitarr6n, as well as the violin and the trumpet." 
Similarly, knowing the basics of each instrument was important for Jonathan, 
mariachi instructor at Gus Garcia Middle School. Jonathan conveyed to the other 
instrumentalists what he wanted through his own proficiency on his primary instrument. 
Jonathan indicated that this could be done, "whether it is demonstrating style or rhythm." 
Although Jonathan was fluent only on his primary instrument, he indicated that he felt 
confident that he could tell players of other instruments what he wanted and the style that 
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he wanted based on his style knowledge. Jonathan was in the minority as far as this 
belief 
Benjamin's comment was consistent with the majority ofthe participants with 
respect to the mariachi instruments: 
It's not to say that there is no right way or wrong way to play the instrument, but 
those instruments, they don't have frets, so it kind oflike feel or comfort by feel. 
You kind of have a choice of which finger or fingers to use at different places on 
the instrument. You would also need some experience teaching voice if your 
ensemble has vocalist. 
Michael, a mariachi instructor at Sidney Lanier High School, felt that "[a]ny good 
music teacher that really wants to can teach mariachi, given all the tools that are now 
available." Michael gave examples of this by indicating the availability of mariachi 
method books, mariachi arrangements, and mariachi instruments in music stores as well 
as the many Internet sources that provided information on mariachi instruction and 
mariachi history. 
Content Knowledge of Mariachi 
In this section, I report how content knowledge of mariachi instructors is utilized 
in teaching in a mariachi classroom. First, I describe several examples of mariachi 
instructors using their content knowledge to engage in the tuning of mariachi instruments. 
Second, I recount various scenarios on mariachi instructors' warm-up procedures. I 
acquired these examples during the observation portion of the study. 
Tuning. Cheryl, the instructor at Crystal City Middle School, guided the students 
during the tuning of their instruments by sounding the desired concert A pitch on the 
electronic tuner. This tuning process began with tuning the A string, followed by the D, 
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G, and E strings. Cheryl listened to each student individually and provided guidance to 
the students who had difficulty matching the desired pitch. This exercise allowed students 
the opportunity to develop listening and tuning skills. 
Alec began by tuning his own guitarr6n with a small battery-operated chromatic 
tuner. He then checked each student's instrument for pitch accuracy. As the students 
observed the instructor during the tuning process, he informed them that they would have 
the opportunity to begin tuning their own instruments the next week. 
Andrew, the mariachi instructor at John Davidson High School, did not begin his 
class session with a formal warm-up or tuning period. Instead, students were provided 
ample opportunity both to warm up and to tune up before instruction began. The students 
retrieved their instruments from the instrument storage room and immediately began 
tuning. Each student had in his or her possession a battery-operated digital tuner and 
stopped at various areas in the room to tune their instruments. Andrew assisted students 
who asked for help in tuning their instruments. 
Before rehearsal began, Robert helped with tuning the instruments of several 
students who asked for his assistance. He moved around the classroom and assisted each 
student before the class began. Robert carried a battery-operated digital tuner with him 
and placed it on the music stand in front of the student whose instrument he was tuning. 
Robert glanced at the tuner to check the pitch accuracy as he adjusted the tuning pegs and 
fine tuners on the stringed instruments. 
Karen, the mariachi instructor at John Nance Garner Middle School, tuned the 
violins in her class. She was able to tune the instruments by adjusting the tuning pegs as 
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the students held them under their chins in a playing position. When the pitch was close 
to being accurate, she reached for the fine-tuning screws located behind the bridge on the 
instrument. 
Paul's class began with each student tuning his or her own instrument. One 
student from the violin section directed this part of the class, first assisting members from 
the violin section in tuning their instruments and then helping members of the armonia 
section as each student worked with his or her own instrument. The instructor was 
attentive during the tuning of the instruments and made fmal comments to two of the 
violinists regarding minor pitch adjustments. 
Michael utilized a standard tuning method for his class. The instrumentation for 
the group consisted of five guitars, five violins, two vihuelas, one guitarr6n, and two 
trumpets. The tuning for the entire group began with the sounding of the concert A pitch 
from an electronic tuner. The instructor tuned the guitars, vihuelas, and guitarrones. The 
violin students tuned their own instruments. The trumpets, using a diatonic tetrachord, 
slurred up to the concert A pitch by using the following concert pitch notes: E - F#- G#-
A. 
At Poly Tech High School, mariachi instructor Jacob began by setting the 
electronic tuner and sounding a concert A pitch. All the violin students and those in the 
armonia section began to match pitch with the electronic pitch, except for the trumpet 
players, who were warming up in an adjoining practice room. The violin and armonia 
sections continued to tune the remainder of the strings using relative pitch awareness to 
the sounding A. When Jacob turned offthe electric tuner, he asked if anyone needed 
further assistance in tuning his or her instrument. When all students were comfortable 
with the tuning of their instruments and the trumpet players entered from the adjacent 
practice room, the rehearsal began. 
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The class at Robert E. Lee High School commenced with Benjamin and his two 
assistants, Joshua and Benito, tuning the instruments for the students. Joshua worked with 
the violin students seated in the front of the class. Joshua carefully tuned each violin 
without the use of an electric tuner starting with the A-string and continuing with the D-
string, G-string, and E-string. Benito asked the trumpet students to bring their instruments 
to the side of the room where the electronic tuner was located. The students individually 
tuned their instruments to a concert Bh as they watched the dial on the tuner to determine 
if they were sharp or flat. Benito instructed students to pull out or push in the main tuning 
slide to adjust the pitch until the dial on the tuner stopped moving. Benjamin tuned all the 
guitars, vihuelas, and guitarrones. Benjamin used a guitar that was already in-tune and 
walked towards the backside of the room where the students were standing. Students 
played their open strings as Benjamin adjusted the tuning pegs located at the head of the 
instrument. 
Albert, mariachi instructor at Mark Anderson High School, started the rehearsal 
by asking the six violins in the class to tune their instruments before rehearsing their 
music. The students initially tried to match the pitch from the electronic tuner by 
adjusting their tuning pegs located at the scroll. Albert made comments to the students, 
suggesting if the string was sharp or flat. After several unsuccessful attempts by the 
students to tune their instruments, Albert asked each student to pass their instrument to 
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the front of the class. Albert used the electronic tuner and tuned each instrument starting 
with the A-string and then proceeding to the D-string, G-string, and E-string. 
Matthew sounded the lowest string on his guitar (E) and asked that the students 
match the pitch with the lowest strings on their guitars. The tuning process continued 
with the other five strings in order from the lowest pitch to the highest: A-D - G- B -
E. Matthew then asked the students to strum three open string chords (G, C, and D) and 
to assess the degree to which they thought that their instruments were in tune. If a student 
believed that his or her instrument was not in tune, Matthew asked the student to play 
individually. At that point, if the instructor assessed a tuning problem, he approached the 
student and tuned the student's guitar. During the individual tuning ofthe guitars, the 
instructor asked the students to determine which strings were in tune and which ones 
were not. Matthew accomplished this by sounding two strings on the instrument that were 
supposed to be identical in pitch. The students were to reply if the sounds were the same 
of different. After several examples, the students were consistently able to identify the 
inconsistencies in the tuning. 
Warm-up. During the warm-up section in Cheryl's class, the violinists performed 
selected scales while the guitar students played a series of I-IV-V chords, adding 
harmony to the scale by means of accompaniment. Cheryl, playing the guitarr6n, added 
the bass or root for each chord. The students first performed the G major scale and then 
proceeded to the D major scale. After the playing of the scales and chords, the instructor 
selected music for rehearsal. 
A vocal warm-up occurred when Cheryl went to the piano and began playing an 
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ascending and descending pattern consisting of the first five diatonic notes of a major 
scale. The students used the solfege syllables, Do- Re- Me- Fa- Sol, in performing 
the warm-up. This process repeated, moving up a half-step in pitch and repeating the 
exercise until the students were at the top of their vocal range. After the vocal warm-up, 
the students and instructor performed an arrangement of"De Colores." 
The vocal warm-ups for Michael's class began with students standing up from 
their chairs and completing a series ofbody movements including reaching their arms 
above their heads, rotating their shoulders, turning their necks from side to side, turning 
their upper torsos and then their hips, and bending at the waist and then knees. The 
instructor led and performed these motions. After these body exercises, the instructor 
asked the mariachi students to perform various vocal exercises, with accompaniment by 
the instructor on piano. 
During Karen's class, the students used a familiar nursery rhyme, "Twinkle, 
Twinkle, Little Star," as the basis for the warm-up. In the key of A major and utilizing the 
rhythm of four sixteenths and two eighth notes in lieu of the original quarter notes, the 
students played the tune. This activity was followed by the same exercise in the key ofD 
major and then in the key of G major. Finally, the students played the original quarter 
note version, back in the key of A major. 
Summary 
In this section, I have presented examples of content knowledge employed by 
mariachi instructors I interviewed and observed for this study. For some mariachi 
instructors, the teaching ofMexico's history and celebrations is an integral part of 
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mariachi music education. Other instructors include the history of past and present 
mariachi ensembles and their members. The inclusion of either of these historical aspects 
is unusual in the context of performance-based music classes. Further, mariachi 
instructors possess knowledge ofthe repertoire and the instruments within the ensemble. 
The presence of indigenous instruments such as the vihuela and guitarr6n in the ensemble 
offers evidence that content knowledge for mariachi instructors is unique among music 
educators. Activities such as instrument tuning and warm-up procedures observed during 
this study show that mariachi instructors also employ content knowledge common to all 
music instructors. Analysis and discussion of this information will occur in the next 
chapter. 
Pedagogical Knowledge 
In the profession of teaching, pedagogical knowledge fosters the ability to carry 
out what is planned and devised. Aspects of this practice include the administration of 
one's classroom (Millican, 2009). Instructors' organizational skills are important in 
utilizing the classroom spaces, instructional time, and lesson procedures. Another 
important part of pedagogical knowledge involves the actual presentation of lessons 
(Shulman, 1986). Instructors should communicate effectively and employ the best 
strategies in their classrooms. The following is a description of the practices of selected 
mariachi instructors concerning their classroom management and their presentation and 
communication in the classroom. 
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Oassroom Management 
The organization of classroom space and supervision of students' instructional 
time are important characteristics of the mariachi instructors' classroom environments. 
Mariachi instructors utilize their classroom settings and additional teaching staff as 
resources to offer their students a variety of instructional situations. The location of the 
classroom and the instructor's usage of the domain give further insight into each mariachi 
instructor's organization and instructional plans. The general characteristics of each 
teacher' s classroom space, standard furnishings, amenities, and location play a small but 
vital role in decisions regarding classroom procedures and routines. 
Student assignments. Matthew separated the mariachi ensemble into two 
groups. The first group consisted of violin and trumpet students and the second group 
consisted of guitar students. Matthew remained in the classroom with the guitar students, 
who were sitting at long tables that had the chairs attached to them. Kaleb, the associate 
director, worked with the violin and trumpet students in the hall during the class period. 
The students had to bring their folding chairs and music stands with them. The hallway 
floor was tiled and was narrow in width, so that only three students were able to sit in a 
row. The trumpets stood behind the violins. Teachers in the adjacent rooms in the 
hallway quickly closed their doors as the rehearsal began. 
Jonathan divided his students into three groups: violins, armonias, and trumpets. 
Each group of students had a music instructor working with them. Jonathan worked with 
the violins and remained in the large rehearsal room, and the other groups moved to 
nearby practice rooms. Chris worked with the armonias in the large adjoining practice 
70 
room, and Mikayla worked with the trumpets in the small practice room. The facil ity was 
designed especially for the mariachi program. Each of the practice areas was carpeted and 
air -conditioned. 
During the morning session of class, Alec and the armonia students met together. 
The instrumentation consisted of six guitars, two guitarrones, and four vihuelas. When 
the armonia sectional stopped for a break, it was determined by Alec that the two 
guitarr6n students and their instructor, Miguel, would meet in another part of the building 
to work on the music for the upcoming concert. 
Karen divided her mariachi group almost immediately into two smaller groups. 
The guitar, vihuela, and guitarr6n students practiced just outside the classroom with a 
second instructor, Enrique, who assisted with the mariachi program and with the regular 
band program on campus. The violin students remained in the main classroom with 
Karen. 
Benjamin was at a high school campus during the first class period of the day. 
Robert E. Lee High School operated on a block schedule that provided four classes per 
day with each class being an hour and a half in length. The class observed was the 
beginning mariachi class. The instrumentation for the class consisted of six guitars, three 
violins, three vihuelas, and three guitarrones. The class had three instructors: Benjamin, 
the primary instructor, and the two assistants, Joshua and Benito. The students sat in 
groups spaced appropriately in the rows of chairs. From the perspective of the 
conductor's podium, the violins sat to the left in the third row of chairs. The guitarrones 
and vihuelas sat straight ahead ofthe conductor' s position in the fourth row, and the 
guitars sat to the right of the conductor in the third and fourth rows of chairs. This 
positioning of the students left large gaps of empty spaces between the sections. 
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Classroom location. Karen's beginning mariachi class utilized a converted 
classroom that contained long tables and folding chairs. The configuration of the room 
and its contents was such that the arrangement of chairs was in the back of the classroom 
to provide for seating of the entire mariachi ensemble. The conversion of the room also 
included the provision of storage areas for both instruments and music stands. 
Robert's mariachi class held its instruction and rehearsals on the stage at the Adlai 
Stevens Middle School auditorium. Chairs and music stands were set up on the stage for 
this class. During my observation, Robert asked the students to bring their instruments to 
the front of the stage and to leave their instrument cases and music at their chairs. 
The classroom setting for Jacob was somewhat unusual, if not unique, in that the 
rehearsal room for the school's mariachi music program was dedicated exclusively for 
this use. Three large practice room areas, an instrument storage room, a uniform room, 
and an office for two directors surrounded the rehearsal room itself The group I observed 
was a full mariachi ensemble consisting of nine violins, two trumpets, one guitar, one 
vihuela, and one guitarr6n. This ensemble was the varsity group of the high school and 
consisted of eleventh- and twelfth-grade students. 
The setting for Richard was the orchestra room at a high school campus. The 
mariachi group used this space during the last scheduled class period of the school day. 
This group was a full ensemble consisting of six violins, four trumpets, two vihuelas, 
nine guitars, and one guitarr6n. Chairs and stands were already in place for Richard's 
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rehearsal, and the students sat in various assigned parts of the room. From the 
conductor's perspective, the violins sat to the left with the trumpets standing behind 
them. The guitarrones and vihuelas were located directly in front of the conductor' s 
position, and the guitars were located to the conductor's right side, taking up two rows of 
chairs. 
Presentation and Communication 
The following are examples of selected mariachi instructors' classroom 
presentations, which encapsulate various ways these instructors communicated with their 
students. The examples below are declarative statements to demonstrate general 
pedagogical knowledge principles of lesson plan development and implementation. 
Lesson procedures. Matthew handed out a sheet of manuscript paper on which 
the primary chords for the keys of G, D, and A were printed. Each chord had a duration 
of two measures in 414 time. The exercise was written using slash notation, and Matthew 
instructed the students to strum each chord with a downward motion eight times. The 
following forms best illustrate the exercises: 
Key of G: G I I I I I I I I IC I I I I I I I I ID7 I I I I I I I I IG I I I I I I I I I 
Key ofD: D I I I I I I I I IG I I I I I I I I IA7 I I I I I I I I IG I I I I I I I I I 
Key of A: A I I I I I I I I ID I I I I I I I I IE7 I I I I I I I I lA I I I I I I I I I 
Matthew began by sitting in front of the class to demonstrate the proper holding of the 
instrument. After several guided attempts with students performing each line, the 
instructor informed the students that they would be responsible for learning and 
memorizing each exercise. 
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During the class I observed at Anson Jones Middle School, John asked selected 
students to demonstrate particular songs for the class by performing them while seated at 
the front of the room. Each student had a guitar booklet that the instructor had assembled 
with various songs arranged for solo guitar. The students were working in different 
sections of the book, so each performance was a different selection. 
Alec, mariachi instructor at Wilshire Middle School, began his rehearsal with a 
review of the chord sequence for "Las Maiianitas." The students were able to start and 
end the selection together, but there were obvious problems with students playing notes 
not in the key of the music. Alec then asked the guitarr6n students to review the C major 
scale. The students played the scale ascending and descending in various lengths of notes.-
After the review, the ensemble performed the same selections in its entirety with the 
correct notes. 
Robert's objectives, for the Adlai Stevens Middle School mariachi program, 
included simulating a performance environment in preparation for an upcoming public 
concert. Special preparation activities included emphasis on memorization of the music. 
To achieve this, Robert did not allow sheet music or music stands on the stage for this 
rehearsal and class session. 
At John Davidson High School, the session observed was instructor-centered. 
Andrew determined the order of selections to be played and set the tempo for each piece. 
The first such selection appeared to provide further warm-up opportunity for the students 
in a more intentional format than that which char~cterized the pre-rehearsal time. 
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Andrew's pedagogical approach, demonstrated in the rehearsal of the second selection, 
involved the use of an audio recording to illustrate for the class a particular style that he 
hoped that the ensemble would emulate. 
Paul, mariachi instructor at Luther Burbank High School, first asked his students 
to take "Solamente Una Vez' from their music folders. After the performance of this 
piece, Paul informed the students that he had obtained a recording of "Y Andale" and told 
them that he was going to play the compact disc for the class. 
Michael's rehearsal at Sidney Lanier High School took place after school. This 
session in this particular mariachi program's schedule usually lasts for three hours. An 
outline of the rehearsal, written on the board, included the following elements: 
1. Vocal Warm-ups 
2. Scales and Circulos 
3. "Canci6n del Mariachi" 
4. Region Music Scales 
5. "Los Arrieros" 
The next objective for Michael was to talk about the upcoming mariachi region 
auditions and the required audition material. The instructor suggested that there would be 
various strumming patterns for the guitar and vihuela students and required scales for the 
trumpet and violin students. Without going into detail, the instructor commented that the 
audition material was on the region website under "mariachi auditions." Michael also 
stated that various excerpts and performances were available to download from the site. 
The last objective for this after-school rehearsal session was to work on a 
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selection that was one of the region audition requirements. The instructor passed out the 
music to "Los Arrieros" and asked the students to read through the music silently while 
he played a recording of the piece from an MP3 player. 
Michael had also prepared a chord chart for the guitar students and vihuela 
students. After listening to the recording, the instructor began working with the armonia 
section on the selection and then turned his attention to the trumpet and violin parts. After 
a successful reading of some of the larger sections of"Los Arrieros," Michael stated that 
he would address the more difficult passages when the smaller sections met at another 
time. 
The plan for Jacob's class, at Poly Tech High School, was to rehearse all the 
songs for an upcoming performance. The selection and concert order of songs for Jacob's 
class was as follows: 
1. "Cien Afios" 
2. "El Gavilancillo" 
3. "El Sinaloense" 
4. "Mexico de Noche" 
5. "El Hijo Del Pueblo" 
6. "Y Volvere" 
7. "La Negra" 
Jacob's rehearsal ended with the instructor reminding students of the upcoming 
performance and of other events on the school calendar that had an effect on the 
ensemble' s rehearsals. Students, at that point, took their instruments to the proper storage 
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space and returned to their seats to wait for the school bell to ring. 
Richard, mariachi instructor at Ronald Reagan High School, had the group 
perform the music that made up their upcoming program and evaluated the ensemble's 
performance as adequate or needing further work on each piece. Richard informed the 
students after each song of the minor problems that occurred during the performance. 
During the class session, Richard stopped periodically to play recordings of the music the 
students had just performed. 
Each student in Richard's ensemble went to the front of the rehearsal space to get 
a black three-ring binder that was marked with a particular mariachi instrument name on 
its cover. Each binder contained the music that the students were going to be practicing 
and reviewing as well as sheets of handwritten exercises and several arrangements that 
Richard produced with the assistance of a notational software program. 
After the binders were distributed, Richard and his two assistants, Miguel and 
Jesus, began working with the different instruments. Richard worked with the violin 
section on centering pitch, use of vibrato, proper notes values, interpretation of rhythms, 
selecting bowing patterns, and shifting. Miguel worked with the guitars and vihuelas on 
keeping a steady tempo during their music performance. Later in the observation, Miguel 
worked with the guitarr6n students on keeping tempo during the transition of the diatonic 
bass line from one chord to another. Jesus explained to the trumpet students that the 
placement of double bars in the music was an indication that one section was ending and 
another one was beginning. Jesus continued by saying that the double bars might indicate 
the ending of the verse and the beginning of the chorus. Jesus also instructed and quizzed 
the trumpet students regarding repeat signs and the procedures for first and second 
endings in the music. 
Summary 
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Commonalities and variations with regard to general pedagogical knowledge were 
revealed through the personalities and individual styles of the mariachi instructors. For 
some mariachi instructors, classroom management included assigning students to work 
with associate directors or other personnel employed by their school district. Many of 
these situations involved securing alternate teaching locations outside the assigned 
classroom. The main locations for mariachi ensemble practice varied. The majority of 
mariachi programs had to share their facility with either the orchestra program or the 
band program. Only a few mariachi programs had their own exclusive facilities. All of 
the mariachi instructors who were observed while teaching used demonstration as a 
means to communicate with their students. Several of the mariachi instructors used 
recordings of other groups or performers to transmit information to students. Further 
discussion on these points will occur in the final chapter. 
Pedagogical Content Knowledge 
Concerning teacher knowledge, Shulman (1986) coined the phrase pedagogical 
content knowledge (PCK) to describe the relationship between subject matter and 
pedagogy. Within this kinship, Shulman proclaimed that teachers should know: (a) the 
most significant topics in the discipline, (b) the most useful forms of application, and (c) 
the most effective forms of communication. Shulman (1986) stated that the instructor 
should understand the difficulties of each lesson, and Mishra and Koehler (2006) 
continued this idea by suggesting that instructors possess an understanding of how to 
combat the difficulties encountered by the instructor and the learner. The mariachi 
instructors' presentation or application of selected topics and teaching strategies are 
presented in this section. 
Instructors' Application 
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The observations of selected mariachi instructors yielded the following examples 
of mariachi instructors teaching their students. The occurrences described below are 
examples of what the instructors utilized as methodologies and what they have developed 
as strategies for knowledge presentation. I present these findings in three main headings 
(a) modeling and demonstration as the instructors' visual approaches for teaching the 
mariachi instruments, (b) teaching mariachi literature, and (c) teaching strategies utilized 
by mariachi instructors in general. 
Modeling and demonstration. John offered instruction regarding improved 
fmger placement or possible variations in holding the instrument in order to develop 
greater technical ability. John frequently modeled these suggestions on his own 
instrument while the students observed. The instructor reinforced learning through 
questioning each student to ensure the student understood the offered instruction with 
respect both to musical interpretation and to technical facility. The instructor affirmed 
students' efforts and participation by means of positive verbal acknowledgement. 
After addressing some initial minor problems, Jonathan began demonstrating 
various aspects of style and interpretation. This included articulation and the use of 
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vibrato. The pedagogical technique the instructor used was that of demonstrating on his 
own instrument what he wanted the students to learn. He then asked them to "copy" what 
they had just heard. As the students became increasingly comfortable with the trumpet 
passages on which they had been working, the instructor added an upper harmony line to 
the melody. 
In order to balance the volume between the singing and the playing of the 
instruments, Alec began singing the vocal line during the rehearsal ofthe music. After t~e 
song had ended, Alec instructed the singers that they would have to sing louder. He 
encouraged them to project their voices as if they were singing to the people seated in the 
back ofthe auditorium. 
Andrew demonstrated passages on the vihuela and guitarr6n and then asked the 
students that played these instruments to perform solo, incorporating the interpretation 
the instructor had shown the students. Once the instructor was satisfied with a particular 
interpretation, the ensemble continued with the same arrangement until he selected 
another passage that needed attention and refinement. 
For the ensemble, Jacob was responsible, among other things, for setting the 
tempo of the selections, which he did by counting-off each number. During the 
performance of the selection, he also tried to provide guidance in balancing the ensemble 
sound. The instructor accomplished this by raising a hand to indicate the need for more 
sound or lowering a hand to indicate the need for less sound from certain sections. The 
instructor also provided, for lack of a better term, "air-strumming" with his right hand to 
indicate the syncopated strokes that the guitar and vihuela should be utilizing. There were 
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also a number of vocal cues given to the ensemble singers to ensure a correct entrance of 
the vocal part. The interaction between instructor and ensemble was quite similar to that 
of a choral director or an instrumental director. 
During his work on the violin passages throughout each selection, Albert first 
worked with students individually and then in larger sections of like instruments. At the 
conclusion of each exercise, Albert commented on their performance as well as on the 
importance of their stage presence during performances. Albert would stand and raise his 
hands and change his facial expressions to demonstrate the gesture he wanted the 
students to incorporate. When students inadvertently played incorrect pitches, Albert sang 
the passage for the students and pointed out incorrect pitches, which he followed by 
singing the correct ones. Albert would tell the students, "This is not the right note; this 
is." Albert would also from time to time pick up his own violin to demonstrate the 
direction of the bow that the students needed to use for particular passages. 
Richard played the violin throughout the rehearsal and helped the ensemble by 
cueing entrances and directing the tempo with his violin bow. After the rehearsal, the 
instructor explained his belief that this particular group of students responded best as 
"visual learners." The instructor, therefore, participated with the group rather than simply 
letting the students read the music. 
Teaching mariachi literature. In Cheryl's class, two of the three selections of 
music were arrangements from the mariachi method book entitled Mariachi Mastery by 
Jeff Nevin. The first selection was "De Col ores" in the key of G, and the second was "La 
Valentina" in the key of D. After the initial reading of each selection, Cheryl provided 
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diagnostic feedback about the performance as a whole, addressing technical aspects of 
individual performers. The instructor's tone was positive in nature regarding each 
student's strengths, accomplishments, and deficits. Many such comments addressed out-
of-tune notes and included instruction in finger placement to yield the correct intonation. 
The third selection used in this session was an individually published arrangement 
by Jorge Vargas entitled "Los Machetes." Cheryl instructed the students to practice the 
arrangement using right hand pizzicato to help ensure proper left hand finger placement. 
The students then used the bow, as is indicated in the score. 
Robert's rehearsal began with the selection "De Colores." In this arrangement, all 
of the members of the ensemble rendered the vocal lines. A degree ofvocal harmony 
emerged in the group for sections of the music through a combination of coaching and 
natural voice placement. 
The second selection was "Volver, Volver." During this selection, four of the 
instrumentalists from the group took positions at the center of the stage to sing the vocal 
line. The singers sang in unison throughout this performance and played their instruments 
during the instrumental sections. 
The third selection addressed in this class session was "La Valentina." During this 
and other selections already mentioned, Robert rehearsed the entrances of the various 
instruments of the ensemble. I noted that the instructor did not have the luxury of 
rehearsal numbers to guide the review of certain sections. The instructor and the students 
relied, therefore, on the larger sections of the music as markers to indicate where to begin 
their review of particular parts of the selection. For example, Robert told the students to 
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start at the second verse of the song or to begin at the "B section" or at other places 
identified by contrasting one section with another. It was necessary, therefore, that the 
students be familiar with the larger sections of the arrangement including the 
introduction, verse, chorus, interludes, and codas. The instructor followed his directions 
by singing the words at the beginning of various phrases as cues to the students so that all 
members of the ensemble would be at the same place in the arrangement. 
Karen also engaged the students in mariachi musical literature. The students 
worked on the following selections: "Cielito Lindo," "Las Mafianitas," "Volver, Volver," 
"EI Rey," and ''Mariachi Loco." The instructor accompanied the students on guitar, 
occasionally offering advice on bowing technique involving hand position and bowing 
direction. The instructor also had to stop and correct the occasional incorrect note. During 
this instruction, Karen demonstrated the correct technique or note by playing a violin that 
was at hand and intended for her use. 
During the rehearsals, Albert chose three pieces fr_om the group's repertoire on 
which to focus attention. The first selection was "Los Aguacates," followed by "El 
Cascabel" and "El Nino Perdido." When instruction began, the instructor asked the 
students to perform certain finger patterns. Albert asked the students to play the following 
finger pattern on theE string: F (low 1}, G (low 2}, A (3}, and Bb (low 4). The instructor 
asked for the same finger pattern on the A string: Bb (low 1 ), C (low 2), D (3), and Eb 
(low 4 ). After the exercises were completed, Albert used these same finger patterns to 
demonstrate the playing of the song "El Niiio Perdido." 
During Richard's rehearsal, he addressed minor problems that included tempo 
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transitions and style in "La Negra." Richard stopped the rehearsal, turned on the 
McAdams metronome, and asked the students to begin the new section at the tempo he 
provided. During the performances of"EI Cascabel" and "Camino Real de Colima," the 
students had to stop and restart the selections because certain groups of instrumentalists 
missed their entrances. Richard had to remind the students to count the measures of rest 
and not rely on their memory. The remaining songs performed by the mariachi class 
during the rehearsal included "Cielito Lindo," "Son de Mi Tierra," "Las Maiianitas," 
"Jesusita en Chihuahua," and "Feliz Navidad." Richard remarked that he hoped that the 
other songs went as well as these during the concert. 
During the first part of the rehearsal, Benjamin's students worked on the rhythmic 
pattern of "Tu, Solo Tu." The instructor worked individually with students on the waltz 
three-four strumming pattern: rest, strum, strum. Next, the instructor added the 
guitarrones on beat one and asked the guitar and vihuela players to play on beat two and 
three. During this lesson, the instructor asked the violins to play long tones with duration 
of a dotted quarter note on the open strings G and D. Following the rhythmic exercises, 
the instructor left the podium and moved toward the violin section to help them with the 
violin parts on "Tu, Solo Tu." 
When Benjamin returned to the podium, he asked the students if they know the 
meaning of the words "primera" and "segundo." As the instructor said "primera," he held 
up his index finger. When the instructor said "segundo," he held up his index and middle 
fingers. The instructor then explained that because "Tu, Solo Tu" was in the key of G 
major, it utilized the chords G and D7. When the instructor held up one finger, the 
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students were to play G; when the instructor held up two fingers, they were to play D 7. 
With that instruction, the students were asked to begin the "Tu, Solo Tu" arrangement 
from the beginning. As the peiformance of the arrangement was still lacking in sufficient 
precision, the ensemble stopped before reaching the ending. 
The final portion of Jonathan's class was devoted to mariachi literature. On the 
day of the observation, the instructor worked on an arrangement of''El Mariachi." The 
instructor asked the students to peiform the music in excerpts, correcting them on key 
signature and rhythm. 
Teaching strategies. After the ensemble played for the faculty, Cheryl provided 
diagnostic feedback to the students regarding their peiformance. The instructor 
complimented the students on their memorization skills on the musical selections used 
and commented that the vocal lines were more prominent in the most recent peiformance. 
The assignment for Matthew's students was to review the first nine chords from 
their guitar method book. The chords were G, D, C, A, E, A7, G7, D7, and E7. After 
several minutes of review, Matthew asked the students to stop practicing and then, in no 
particular order, asked each student to demonstrate the chords. This exercise led into the 
teaching objective for the day. 
Matthew explained that, for each key, there are chords that would likely appear 
during a song and that it would benefit the guitarist if he or she were to practice these 
chords. Matthew demonstrated on his guitar the primary chords in the key of G: the tonic 
chord (G), the subdominant chord (C), and the dominant chord (D). Matthew also pointed 
out that the dominant chord usually has the flatted seventh scale degree added to the 
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chord, producing a dominant seventh chord (D7) . 
Jonathan began the session by having the students play long tones on the five 
notes descending from concert pitch F down to concert pitch Bb (F, Eb, D, C, and Bb). 
For developmental exercises, the instructor used Book 2 of the Essential Elements band 
method book by Tom C. Rhodes, Donald Bierschenk, and Tim Lautenheiser. Jonathan 
began by having students playing a concert Bb scale ascending and descending in half 
notes at a moderate tempo, followed by applying a pattern of articulation on the concert 
Bb scale utilizing a slur-two, tongue-two pattern. The lesson continued and included the 
use of exercises that included performing the concert Bb scale in thirds and further 
exercises derived from various combinations of arpeggios from the concert Bb tonal 
center. The final exercise of the development section was a one-octave ascending and 
descending scale beginning on concert Bb. 
The next section of Jonathan' s class session addressed sight-reading and other 
articulation studies. The students read four examples from the Essential Elements book 
relative to which they were naive readers. Jonathan accompanied the students on his 
trumpet as the students engaged in this activity. 
Following the sight-reading exercise, the students changed to the "Clarke Studies" 
book (The Herbert L. Clarke Studies for Cornet or Trumpet), a book in widespread use 
for trumpet students. The objective of this activity was to develop staccato articulation, a 
standard requirement for mariachi trumpet players. Jonathan also worked with students 
on several other exercises found in this book. 
Alec's class began by focusing on the articulation ofwords and on the projection 
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of the voice. He encouraged his students to "sing out" or to sing with "more conviction." 
During the next part of the rehearsal, Alec provided a tempo for the students to follow by 
lightly tapping his fmgers on the top of his guitarr6n as the students played a one-octave 
ascending and descending scale. Special attention to the tuning of the octave on the 
fourth scale degree F and the seventh scale degree B was necessary and provided. The 
instructor corrected the students on the placement of their left hand fingers, and the 
students attempted the scale again. After several attempts to address problems of 
intonation and to review note names, the instructor asked the students to sing the scale as 
they played it, using solfege syllables. Students did well on the ascending part of the 
scale, but they developed inconsistencies of pitch on the descending line. A review of the 
solfege syllables ensued, including their review without the guitarr6n accompaniment. 
After that, the instructor attempted the combination of voices and instruments. 
Robert provided an overview of the strategies for giving a good performance. 
These suggestions included continued work on memorization of the songs for all, 
correcting bowing directions for the violinists, and continuity of strumming patterns for 
the guitars and vihuelas. The trumpet section was encouraged to make better and more 
forceful entrances. During his closing remarks, Robert praised the guitarr6n section for 
their efforts during the rehearsal and thanked all the students for their hard work and 
dedication to the group. 
Karen's lesson began by addressing the use of the bow. She started the exercise 
utilizing a half-bow position and reviewed each exercise using this technique in all three 
keys. During the warm-up session, she accompanied the students' violin melody by 
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playing the guitar. 
The development section of Karen's rehearsal started with her students playing 
the G major scale and C major scale in two octaves, both ascending and descending. The 
G major scale was performed first using alternate bowing techniques followed by the C 
major scale with alternate bowing. The first time through the scales, Karen asked the 
students to play four quarter notes on each pitch using a longbow stroke. The students 
repeated the performance of the scales using four eighth notes and a smaller bow stroke. 
During this part of the session, the instructor again played an appropriate chord sequence 
to accompany the violin scales. 
Michael's first exercise was a series of three beats of eighth notes and one-quarter 
note using the solfege syllable: Do - Mi - Sol - Mi - Do - Mi - Sol. The exercise began 
on concert C and moved up chromatically until the students moved out of their singing 
range. The second exercise involved using the syllables "he" and "ha." In a diatonic 
pattern of quarter notes, the students went up the scale using the word "he" from Do to 
Sol, and descended in eighth notes, beginning on Sol and returning to Do. The exercise, 
then, sounded like "he, he, he, he, he, ha, ha, ha, ha, ha." This exercise also began on 
concert C and moved up chromatically until the students were out of their singing range. 
Michael's second vocal activity was to exercise the students' voices in their upper 
and lower ranges. The instructor used the first three-solfege syllables in an ascending and 
descending pattern: Do - Re - Mi - Re - Do. The instructor played a major triad on the 
keyboard, and the students sang this short exercise. The instructor moved the chord up a 
half-step, and the students repeated the exercise. This exercise began at middle C, moved 
up approximately an octave and a fifth, and then proceeded to move down in half-steps 
back to middle C and continued downward for another octave. 
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Michael's third exercise helped the singers exaggerate vowel sounds during the 
warm-up period. The mariachi song called "Cielito Lindo" was used for the exercise, and 
its words were adapted to the following melodic line: Sol- Sol- Sol- Sol, Sol- Fa- Mi 
- Re - Do. This pattern renders phonetically as "Ce-e-le-to, - Le-e-e-n-do." The 
instructor played a chord, and then the students sang the exercise. The instructor moved 
his chord sequence up chromatically, and the students repeated the exercise. 
The instructor designed the fourth vocal exercise to help emphasize consonant 
sounds. Michael used the word "Guadalajara" and asked the students to sing the word on 
the root, third, and fifth of a chord. The exercise ascended by half-steps until it reached 
the fifth scale degree from the starting pitch. After the fourth vocal warm-up exercise, the 
students returned to their seats to continue through the agenda written on the board. The 
students went through the assigned "scales and circulos" as a group. The class did the 
following scales: D major, C major, A major, and F major. The circulos consisted of the 
following progression: I, vi, ii, V7, I. These were performed in the keys of G major, C 
major, D major, F major, and Bb major. 
During the tune-up period in Albert's class, one of the students started a 
discussion concerning vocalizing. The student's question reflected her concern not with 
the singing of the chorus or of incidental parts of the arrangement but rather her concern 
about singing intervals or passages from the violin parts. Albert responded by articulating 
his belief that benefit was to be derived from being able to sing the violin parts that they 
were learning. The instructor further commented that when he, after many years of 
practice, was finally able to sing the violin parts, he discovered that his own violin 
playing improved tremendously. 
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Richard asked the students to listen to a recording and to follow along with their 
music. The instructor explained to the students that, by listening to the song, they would 
be able to hear different parts or parts that they were not playing, and that this process 
would help them to become more familiar with the song. 
Summary 
In the preceding section, I have presented pedagogical content knowledge as a 
specific approach to understanding music pedagogy in terms of its conceptual bases. 
Drawing on classroom observations, I have provided examples of mariachi instructors 
engaging in the transfer of knowledge through modeling and demonstration. In my 
analysis of these examples, I would conclude that most mariachi instructors applied 
similar techniques of instruction. In teaching mariachi literature, the instructors utilized a 
variety of repertoire in their classrooms, and I observed that the musical selections varied 
in difficulty. Mariachi instructors, therefore, must be able to select literature based upon 
the abilities of their students. The teaching strategies of the selected mariachi instructors 
varied according to class instrumentation, but overall offered examples of well-organized 
lesson planning. Further analysis and discussion will appear in the next chapter. 
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Activities 
Activities are important for keeping students engaged during the learning process. 
The instructors' activities in the classroom must relate to the content of the subject to 
achieve success in the learning process (Shulman, 1986). In the conduct of this study, I 
found that, outside of the school day, activities such as music contests and public 
performances helped keep studen~s interested in the subject as well. Public performances 
also helped to promote the organization as a whole. 
Mariachi Activities 
The directed interview question toward selected high school and middle school 
mariachi instructors concerning the activities associated with teaching mariachi brought 
various responses. Most of the instructors commented on their in-class instructional 
strategies, while only a few instructors commented on their students' participation in 
music contests and their after-school performances. 
Instructional strategies. In describing his classroom activities, John stated, 
"Well in my class, the base for the class is to learn classical guitar. My philosophy is for 
students to have a solid background on guitar and as they grow older they can choose 
which types of music they want to specialize in." John explained that he would like to 
have his students to utilize their skills in the mariachi program, but he leaves that decision 
up to them. 
Cheryl articulated her approach for teaching mariachi and said, "I structure the 
mariachi class after my orchestra class. We do warm-ups, instrumental and vocal. Then 
we work on content, focusing on intonation, cohesiveness, and memorization." Her 
91 
comments were more topics-based, as were comments from other mariachi instructors. 
Robert described his instructional strategies as activities that would be used in 
other music classes, namely, "general music classes, string classes, trumpet or brass 
classes, guitar classes, and voice classes." Robert continued by saying, "We make games 
out of note reading exercises, where the winner is determined by how fast they can 
identifY the names of notes and fingerings on their instruments." 
Michael also commented that he uses "the same activities as in any other music 
class" and then continued by saying, "with the cultural elements and the rote-to-note 
method. Our class develops a history timeline denoting the historical events of the 
Hispanic culture. We display the timeline above our white board." 
Jacob commented on using rote teaching in his mariachi class: "We do teach by 
rote sometimes, to help students who have not been taught to read music, but want to 
participate in mariachi. Teaching by rote isn't necessarily the wrong way to teach." Jacob 
continued by saying, "[Y]oung students are usually taught by rote and mariachi music 
was originally taught by rote, as well as students that are introduced to the Suzuki 
method." 
Jonathan reported that he teaches mariachi in a variety of ways. "I teach mariachi 
using various method and technique books," he said, followed by, "I teach students the 
fundamentals of music and I also like to teach them by rote, because I think as a mariachi 
musician it is important to develop your ears as well as knowledge of reading notes." 
For other instructors, the description of classroom activities was more direct. 
Albert suggested, "There is a lot of teaching technique for the instrumentalist, because 
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the music the students need to learn is not offered in a method book with the correct 
sequential steps for learning mariachi music." In other words, "there is a higher level of 
technique required to play some of the more advanced arrangements of mariachi music, 
and instructors must provide lesson plans and strategies for their students to be 
successful." 
Alec began with a general statement: "[Teaching mariachi] is a lot like teaching 
Jazz; you have to teach the right style." Then he became more direct: "As in any other 
music class, it's about learning the right notes and right rhythms." 
Benjamin supplied comments toward pedagogical goals. "First, I teach the 
students how to hold their instruments correctly," he said, and then added, "The violin is 
the toughest instrument to teach. They must hold the bow correctly and keep their thumb 
bent out." For the guitarr6n, he said, "[You must] put your fingers in the right area of the 
neck and you must learn the names of the notes." 
Music contests. Paul reported that he provides his music students several 
opportunities to compete in music contests. "Our mariachi group and individuals from the 
music program participate in the [UIL] solo and ensemble contest." In addition, because 
the mariachi class is classified as an orchestra class in Paul's school district, "the violins 
participate in All-District and All-Region orchestra competitions." Paul stated that his 
mariachi also perfonns in competition at a locally held mariachi festival. 
Jonathan noted that his music program is also active when it comes to 
competitions. He stated that "[our students] participate in Texas Music Educators 
Association competition for individual performance as well as UIL competitions for 
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mariachi group." 
Karen responded to the question about activities for her mariachi class by 
affirming that they do "keep busy" by competing in music contests. She claimed that her 
students look forward to these events and work hard during contest preparation. 
Finally, John also spoke ofhis violin students working diligently on their "UIL 
solo and ensemble pieces." John and his assistant scheduled practices with students 
during lunch and after school each weekday to assist them with the selection of music 
and to help tutor and comment on their progress. 
Music performances. During the selected instructors' observations, many 
instructors and their students were working on repertoire currently slated for performance 
or repertoire that was soon to be. There was even one observation that consisted of an 
instructor and his students performing an entire concert program during their instructional 
time. Concert performance for a mariachi program is undoubtedly an activity that all 
instructors plan for and present. While only three instructors mentioned concert 
performance as an activity for mariachi instructors, the observations of the activities in 
the classroom will support this claim. 
Karen did mention "performing for festive events" as an activity that consumes 
much of the class's instructional time. She also conveyed that students and their parents 
look forward to these events and that attendance at the concerts is usually full capacity. 
Matthew stated that "the planning of performances" is an attribute of the job that 
he really enjoys. Further, he said that the selection of the repertoire, securing a 
performance site, and requisitioning transportation for the group are "all part of the job." 
Michael commented on the number of concerts his mariachi group performs by 
saying, "We get many requests to play in the community, much more than most music 
programs. Last year the advanced high school mariachi logged over 50 performances." 
Summary 
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Activities and events, both during the school day and after, are recognized 
components of mariachi programs. Definite trends were observed among mariachi 
instructors according to the grade levels they taught. Middle school and high school 
directors agreed on the importance of students participating individually and in ensemble 
at music contests. A comparison of performance venue, however, was divided. Middle 
school mariachi instructors typically required only school-related performances, while 
high school mariachi instructors agreed that performing outside of school and having a 
connection with the community was important. A discussion of activities relating to 
mariachi education will continue in the next chapter. 
Chapter Summary 
In this chapter, I have presented narrative descriptions of classroom mariachi instruction. 
It has been my intention in so doing to illuminate such connections that clearly exist 
between pedagogical practice relative to this genre and its praxis. I have discussed 
existing and developing theoretical material that emerges from and is applicable to this 
setting, the actual teaching of mariachi. I have attempted to show, using the classroom as 
the primary data source, the application of music pedagogy theory to the mariachi context 
and to an emerging pedagogy of mariachi. 
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CHAPTERS 
Findings, Conclusions, and Implications 
The perceived needs motivating and providing the long-term impetus for this 
research project and this dissertation derived primarily from my taking notice of the lack 
of any systematic approach to teaching mariachi music in public school music programs. 
Little methodically derived information of any kind about mariachi was available as I 
began to approach the topic. It appeared to me that a need for qualitative researched-
based information existed in order to begin organizing and assessing the status of the 
genre and the pedagogy of mariachi music in the public schools. Because mariachi is 
taught in music education programs in Texas, I determined that it was not only an 
appropriate topic for study but that it was and continues to be a music phenomenon that 
requires systematic investigation. Accordingly, I began to explore mariachi as a public 
school genre from · several relatively limited, but important, perspectives. 
My goal in undertaking this study was to determine the status of mariachi 
programs and to explore the instructional methods of mariachi instructors in Texas. I 
utilized a conceptual framework based on the work of Shulman ( 1986) that examined the 
content knowledge, general pedagogical knowledge and practices, pedagogical content 
knowledge, and activities of selected mariachi instructors. Pedagogical content 
knowledge, a concept credited to educational psychologist Lee S. Shulman (Ball et al., 
2008), is the associated knowledge that is specific to the teaching enterprise (Shulman, 
1986). I also examined the presentation and the methods of transmission of materials and 
techniques from instructor to student in the classroom. Research questions, which were 
based on this conceptual framework and have already been discussed in much greater 
detail, were as follows: 
1. What is the status of mariachi music programs in the state of Texas? 
2. What content knowledge do selected Texas middle and high school mariachi 
instructors possess? 
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3. What pedagogical knowledge do selected Texas middle and high school mariachi 
instructors possess? 
4. What pedagogical content knowledge do selected Texas middle and high school 
mariachi instructors possess? 
5. What types of activities are included in mariachi instruction in selected middle 
and high schools in Texas? 
The method that appeared most likely to yield data and other information 
responsive to the research questions was fieldwork, including structured on-site 
interviews and observations of currently practicing mariachi instructors. After soliciting 
the names of public schools with mariachi programs from the Texas Music Educators 
Association (TMEA) and the University Interscholastic League (UIL) and cross-
referencing that list to a web page entitled "Mariachi Education in Texas," I compiled a 
list of mariachi programs in the state ofTexas from which potential participants in this 
study could be drawn. Fourteen mariachi instructors were recruited, seven each at the 
middle school and high school levels, located in various regions of the state, to comprise 
the data and information source. 
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Findings 
This section is devoted to the presentation of the data and information that I have 
collected throughout the research project. Each section addresses a specific research 
question originally proposed at the end of Chapter 1 and presented again in Chapters 3 
and 5. The information presented was gathered through a thorough review of literature 
pertinent to this study, instructor questionnaires, and on-site observations of selected 
mariachi instructors in the state of Texas. 
Status of Texas Mariachi Programs 
Mariachi music programs appear to be well-established and almost 
institutionalized in certain parts of Texas, as suggested by their existence, the length of 
their existence, and their apparently ongoing nature. These same indicators further attest 
that mariachi is recognized as a viable musical genre for study and performance in the 
state. 
The number of mariachi programs that I identified in each area is as follows: Area 
A had 2 mariachi programs, Area B had 20 mariachi programs, Area C had 2 mariachi 
programs, Area D had 11 mariachi programs, Area E had 36 mariachi programs, Area F 
had 5 mariachi programs, and Area G had 55 mariachi programs. I recruited instructors 
from each of the seven areas in the state of Texas (A- G) to participate in the study. I 
developed the sample for this study using three valid sources of information, namely the 
"Mariachi Education in Texas" website and TMEA and UIL personnel 
My review of the literature concerning mariachi programs in the United States 
yielded no reportable data. After reviewing a number of status study reports concerning 
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the arts and arts education at the national level (NCES, 2011; NEA, 2009) and at the state 
level (Arizona Arts Education Census, 2010; Kansas Arts Council, 2009; Kentucky Arts 
Council, 2005), I found no indicators for the number of mariachi programs in the United 
States or the number of students enrolled in mariachi programs. I would assume that there 
is no data in these national reports because mariachi music programs exist only in certain 
parts of the United States. Further, mariachi programs may not have gained enough 
recognition at the time of the data collection to be included in the state reports concerning 
the arts and arts education. I also examined status studies in music education (Abril & 
Gault, 2006, 2008; Gerrity, 2009), but no information concerning mariachi education was 
available. The lack of information concerning mariachi education from the available 
status studies in music education may also correlate to the small degree of popularity of 
the mariachi music genre during the time in which the reports were written and 
published. 
Mariachi Activities 
I determined that several types of activities are involved with teaching mariachi in 
public schools. Many of the mariachi instructors, including Cheryl, orchestra and 
mariachi director at Crystal City Middle School, Robert, orchestra and mariachi director 
at Adlai Stevenson Middle School, and MichaeL mariachi instructor at Sidney Lanier 
High School, patterned their activities and structured their classes after other music 
classes, such as orchestra or general music classes. For John, mariachi instructor at Anson 
Jones Middle School, and Jacob, mariachi instructor at Poly Tech High School, certain 
specific activities informed their in-class structure and reflected their philosophies of 
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teaching. For example, John stated, "One of the most important things I do in my 
classroom is to teach students how to read music." Conversely, Jacob was willing to 
include rote teaching for students whose reading skills were deficient. Jacob stated, "I get 
lots of students in the program who don't read music at all, and I have to mix them in 
with students that already have that skill." 
The importance of performances outside the classroom was one activity widely 
debated among the mariachi instructors in this study. Morgan-Thornton (2003), in a 
comparison study of six mariachi programs in the southwestern part of the United States, 
reported that mariachi instructors are in favor of contests and festivals as long as (a) it is a 
positive experience for the students, (b) the students are provided with constructive 
criticism, and (c) the students are graded on different skill levels. Morgan-Thornton 
(2003) reported the average number of performances for the mariachi programs is 43 per 
school year. Karen, mariachi instructor at John Nance Garner Middle School, considered 
the contests in which her students participated and the numerous performances her groups 
presented to be among the more important teaching activities she used. Karen's advanced 
group classroom activities focused on teaching mariachi literature for upcoming 
performances and competitions. Karen stated, "friendly competition between the students 
in the class and with other groups sets a healthy learning environment." Embracing this 
viewpoint, Matthew, mariachi instructor at Ross Sheppard Middle School, and Michael 
expressed their strong beliefs in the importance of performing at various locations in an 
effort to provide community service with their performing groups. Conversely, many 
other mariachi instructors in this study, including Paul, band director and mariachi 
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instructor at Luther Burbank High School, and Jonathan, mariachi instructor at Gus 
Garcia Middle School, did not consider solo and ensemble contests and auditions for All-
District and All-Region performing groups to be their main goal or an element of their 
philosophy for teaching mariachi music. 
Mariachi Instructor Content Knowledge 
I found that the content knowledge that mariachi instructors possess is declarative 
and procedural in nature, consistent with the terminology in the literature of Scardamalia 
and Bereiter (2006). Declarative knowledge is what one knows or can recall about a 
particular subject (Scardamalia & Bereiter, 2006). In this study, instructors in mariachi 
music classes were able to explain certain concepts related to mariachi music such as the 
history of mariachi music, current and past performers, and the literature associated with 
the musical genre. In addition, mariachi instructors were able to explain general concepts 
of music to students and have knowledge of how to play the instruments in the mariachi 
ensemble. Procedural knowledge, which encompasses declarative knowledge, allows one 
to participate in the activity. Mariachi instructors should have the ability to engage 
themselves or to engage students in the acts of participating in the class by performing 
musical instruments or singing either individually or in an ensemble setting. 
Declarative knowledge. I found that mariachi instructors such as John and Paul 
utilized historical knowledge about Mexico as it pertains to the mariachi genre. I 
determined that cultural celebrations that involve opportunities for mariachi group 
performance are important to this pedagogy as is the history of mariachi music. John 
stated, "We get invited to play at all the [Mexican] holiday events. It 's a tradition to have 
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mariachis at the celebrations." Morgan-Thornton (2003) concurred that mariachi 
instructors believe that cultural studies should be included at the beginning level of 
mariachi instruction. Mariachi instructors such as Alec, mariachi instructor at Wilshire 
Middle School, Matthew, and Jacob demonstrated declarative knowledge about the 
fundamentals of music, music notation, and music theory. Alec discussed the need to 
know the key signatures, the note values, and the proper tempo of the music. The 
mariachi instructors in the study by Morgan-Thornton (2003) cited basic music 
fundamentals and rhythmic studies as goals for their beginning level students. 
Additionally, Benjamin, mariachi instructor at Robert E. Lee High School, Richard, 
mariachi instructor at Ronald Reagan High School, Karen, Robert, Cheryl, Jonathan, and 
Michael possessed both knowledge and skills regarding the various musical instruments, 
together with vocal knowledge and performance expertise appropriate for the mariachi 
ensemble. Cheryl suggested that anyone that "teaches mariachi would certainly need to 
know the folk instruments ... as well as the violin and the trumpet." 
Procedural knowledge. My focus of procedural knowledge for mariachi 
instructors was intentionally limited to two events: (a) the instructors' tuning of mariachi 
instruments and (b) the instructors' procedure for the warm-up period. I believed that the 
examples from these two categories would yield pertinent information regarding 
procedural knowledge for future and practicing mariachi instructors concerning the effect 
of teacher knowledge on student achievement. In a study concerning mathematics, Hill et 
al. (2004) concentrated part of their study on procedural knowledge. First, the researchers 
attempted to identify how teachers' mathematical knowledge was organized. Second, 
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they wanted to know if those factors measured mathematical knowledge. I found and 
noted that all of the mariachi instructors included in this study used procedural 
knowledge to teach their students to play mariachi instruments and to perform in 
mariachi ensembles. I reported and described several examples of mariachi instructors 
such as Andrew, mariachi instructor at John Davidson High School, Albert, mariachi 
instructor at Mark Anderson High School, and Alec applying this knowledge during the 
tuning of mariachi instruments. For example, Albert guided his students through the 
process of tuning by asking his students to match with the sounding pitch from the 
electronic tuner. In contrast, Andrew was the only mariachi instructor in the study that 
did not help his students tune their instruments, although he did require his students to 
have their instruments in-tune before the ensemble started rehearsal. I reported and 
described how Cheryl, Michael, and Karen demonstrated procedural knowledge during 
their warm-up procedures. During her warm-up, Cheryl had her violinists perform a G 
major scale together with the guitar students playing the corresponding I-IV-V chords. In 
addition, Cheryl played the appropriate accompanying bass notes on the guitarr6n. 
Mariachi Instructor Pedagogical Knowledge 
I learned through this project that the pedagogical knowledge that mariachi 
instructors possess was incorporated into classroom management and such delegation of 
student assignments as was appropriate to the classroom location. Campbell ( 1999) 
reported that novice elementary teachers overcame conflicts in their classrooms by 
adjusting their pedagogical strategies. This study is presented to highlight the importance 
of utilizing the appropriate pedagogical strategies. The identification of pedagogical 
knowledge in the mariachi music classroom will be associated with the management 
skills and procedures developed by the mariachi instructor. 
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The mariachi instructors I observed implemented plans and strategies for basic 
classroom procedures to enhance the effectiveness of their teaching opportunities. For 
example, Matthew and Jonathan chose to separate their classes into smaller groups for 
more efficient teaching. By implementing this strategy, they were able to focus on 
performance practice problems that related to specific instruments. Additionally, 
Matthew, Jonathan, Benjamin, and Karen had assistants who helped provide instruction 
to students. In those cases, the instructors divided their students into smaller ensembles or 
groups of fewer students to work on selected sections of the music before the students 
met as a full ensemble. Similarly, Morgan-Thornton (2003) reported that five out of the 
six schools in the study utilized after-school meetings for additional rehearsals. Morgan-
Thornton (2003), however, did not state whether the extra meetings were for full 
ensemble or small group sectionals. The one school in the study that did not require extra 
rehearsals met after school only to accommodate the instructor's schedule of classes. 
In addition to describing the instructors' decisions regarding the student 
composition of the rehearsals, I have included descriptions of mariachi instructors in the 
process of presenting lessons to their students. The mariachi instructors used a variety of 
techniques, including various classroom arrangements, performance tasks, and materials, 
as part of their pedagogical strategies. For example, John was stationed at the front of the 
classroom, and the students would come to that location to perform. In contrast, Robert 
simulated a concert performance during class time. In my observations, I found that Paul 
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used compact disc recordings as a means of presenting information during classroom 
meetings. The examples listed above demonstrate the pedagogical knowledge of selected 
mariachi instructors in this study and its importance. 
Mariachi Instructor Pedagogical Content Knowledge 
During the course of this study, I found that selected mariachi instructors 
possessed pedagogical content knowledge, which is the combination of specific 
knowledge and skills needed to teach a particular content area (Shulman, 1986). For 
mariachi instructors, the knowledge and skills of playing mariachi instruments, the 
knowledge of mariachi literature or pedagogical strategies, and the knowledge and skills 
of singing mariachi literature are needed to teach a mariachi ensemble. In this study, 
mariachi instructors utilized various approaches in modeling and demonstrating the 
playing of instruments to their students, such as when John used his own instrument to 
model the correct holding and finger placement. Most instructors were capable of playing 
the instrument of the smaller sectional group they were instructing. For example, when 
Albert was instructing a violin section, he would play violin. In some instances, the 
mariachi instructor would perform on several different instruments to demonstrate 
musical passages or excerpts to the ensemble, such as when Andrew demonstrated 
musical passages on the vihuela and guittar6n during class. I found that very few 
instructors with the exception of Alec and Albert, would demonstrate by singing 
instrumental parts or vocal parts. Pedagogical content knowledge was also apparent in 
those reported instances wherein mariachi instructors taught mariachi music literature to 
their students. Many mariachi instructors demonstrated the musical style that was 
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appropriate to the selected literature. The many different approaches and strategies that 
were discovered and described support this finding. Haston and Leon-Guerrero (2008) 
also identified and reported several examples of pedagogical content knowledge in their 
study of pre-service instrumental music teachers. Their findings included: (a) subdivision 
of the pulse for clarity, (b) control of the tempo of the literature, (c) detecting errors by 
working with smaller groups, (d) modeling, (e) teaching phrasing of the music, (t) 
breathing exercises, and (g) singing. 
Conclusions 
In appendix C I listed 131 middle school and high school mariachi programs in 
the state of Texas. I separated the mariachi programs into the seven areas recognized by 
TMEA and Ull.,. The total number of programs supports the claim that mariachi music 
programs are a recognized component of music education in Texas; however, the 
inconsistencies of numbers of programs in each area indicate that mariachi music 
programs are well-established only in certain parts of the state. For example, Area A 
contains a listing of two mariachi programs, while Area G has a listing of 55 mariachi 
programs. The prevalence of these programs highlights the importance for mariachi 
instructors to have content knowledge and pedagogical knowledge to utilize in 
instructional purposes. 
In the context of mariachi instruction, declarative content knowledge consists of 
knowledge concerning historical and cultural aspects of Mexico, the birthplace of 
mariachi music. Selected interviewed mariachi instructors elaborated on the importance 
of cultural awareness for mariachi students regarding the religious, family, and civic 
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celebrations that would include mariachi music as part of the event. Religious events such 
as Dia de Ia Muertas (Day of the Dead) and family celebrations such as Feliz Dia las 
Madres (Happy Mother's Day), Dia de San Valentin {Valentine's Day), aniversarios 
(anniversaries), cumpleaiios (birthdays), and baptismos (baptisms) are all gatherings that 
feature performances by mariachi musicians. Civic celebrations such as Cinco de Mayo 
(Fifth ofMay) or 16 de Septiembre (16th of September) are also functions that 
incorporate the mariachi music ofMexico. Understanding the importance and relevance 
of such events enables mariachi educators to be aware of performance opportunities 
outside of the school setting. 
Within the walls of the school, instructors are faced with the difficult task of 
managing the classroom effectively. The findings of my research concerning General 
Pedagogical Knowledge (GPK) are consistent with the research by Millican (2009). 
Through an online survey of band and orchestra teachers, Millican discovered that music 
instructors considered organization and planning as the most important aspect of GPK. 
Nearly all of the mariachi instructors that I observed had implemented plans for 
classroom management by assigning students to the additional instructors that were 
available during their classroom time. The student-teacher ratio was diminished by this 
alignment that provided opportunity for a lesson that could be focused on teaching the 
techniques of a specific instrument or a specific objective. Based on my observations, I 
would conclude that mariachi instructors hold organization and planning as their highest-
ranking aspect of GPK, as do band and orchestra directors. 
To mariachi instructors, classroom location and classroom conditions are 
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important factors for teaching mariachi. Almost every mariachi instructor I observed had 
a unique classroom setting. In my analysis, I presented varied examples of classroom 
situations. Most instructors did not have classroom facilities that were designed for 
mariachi classes. At times, the mariachi classrooms were redesigned classrooms that once 
housed other fme arts or academics subjects. In those cases, it was difficult for mariachi 
instructors to designate space for instrument storage, music filing, and chair and music 
stand placement. These rooms were often too small for providing effective instruction 
and for proper performance staging. Other instructors were assigned only a stage area to 
hold class and to store all musical equipment. In only one instance was an entire building 
built specifically for the school district's mariachi program. The rest of the mariachi 
instructors I observed had to share their designated space with either the school's 
orchestra or the band program. At the time of this writing, I am unaware of any research 
connecting an instructor's ability to successfully perform his or her duties with classroom 
location and classroom conditions. 
The presentation and communication of mariachi instructors was recorded during 
my observations. Brown (2011) argued that different life experiences and beliefs 
contribute to an instructor's method of instruction. Since mariachi education in higher 
education has not been standardized, I believe that Brown makes a valid point, 
particularly in regard to this field. I observed many traditional approaches utilizing 
written musical exercises developed by mariachi instructors to teach their students. 
Mariachi instructors also used various instruction books and method books to teach 
individual instruments. Some instructors incorporated method books to teach the entire 
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ensemble. Dealing with performance aspects, most mariachi instructors were able to 
demonstrate the various instruments of the ensemble, and a few could demonstrate the 
vocal passages from the mariachi literature. Several instructors used recordings of other 
mariachi groups to demonstrate specific style and tempo. Recordings of mariachi music 
were also utilized so students could either follow along with their parts or play along with 
the accompanying music. Overall, I would conclude that previous mariachi performance 
experiences combined with the proper educational training would provide the pre-service 
mariachi instructor with the appropriate skills needed to successfully lead a mariachi 
program. Unfortunately, educational programs that could provide the necessary 
educational training needed are nonexistent at this time. 
I obtained answers to my question concerning what Pedagogical Content 
Knowledge (PCK) mariachi instructors possess during the observation portion of my 
research. As demonstrated in the first part ofHaston and Leon-Guerrero's (2008) study, 
music education pedagogical content knowledge is identifiable, as is the PCK of mariachi 
instructors. I too, was interested in determining if pedagogical content knowledge is 
identifiable. From the teachers' application oflessons, I can state that mariachi instructors 
use modeling and demonstration to transfer and reinforce information from the instructor 
to the student. In the observed lessons, mariachi instructors modeled finger placement for 
students so they could see the distance between the fingers and the shapes of the chords 
as they were applied to the mariachi stringed instruments. Demonstration also included 
mariachi instructors performing excerpts and musical passages for their students on 
various mariachi instruments. By doing so, students were able to mimic the intended style 
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and interpretation of mariachi music. Mariachi instructors would perform during 
rehearsals to demonstrate the proper dynamics needed to balance the instrumental sound 
of the ensemble or to strike a balance between the vocalist and the instruments of the 
group. In a similar study, Ellison (2007) also investigated the Pedagogical Content 
Knowledge of selected teachers to compare teaching strategies. Respondents from this 
study believed that they demonstrated content knowledge pedagogically through their use 
of advanced organizers and from their expectations for students. I believe Ellison's 
(2007) study is closely related to mine by the responses uncovered. I would compare the 
advanced organizers from Ellison's (2007) study to the modeling and demonstration used 
by the mariachi instructors. In both studies, the instructors required students to go beyond 
the limits ofwhat they can achieve by challenging them to a higher degree of learning. In 
the case of the mariachi programs, the students must perform to the level of the instructor 
as the instructor demonstrates the objective. The expectations for the mariachi student are 
to participate in extra-activities beyond what is required from academic classes. 
I identified the activities of selected mariachi instructors by means of interview 
and observation. John's philosophy of teaching music was the catalyst for developing 
classroom activities. Jacob, Jonathan, and Alec identified activities as the structure they 
used during their class time. Cheryl actually patterned her mariachi class after her 
orchestra class. Robert and Michael talked about the combination of methods needed to 
teach mariachi, namely general music, strings, brass, and vocal classes. These responses 
were what I considered to be unique interpretations of the question posed about activities, 
as I had expected to hear replies only about the extra time commitments and musical 
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events that mariachi students participated in outside of the school day. 
The majority of instructors interpreted the question in the manner I intended, as 
they identified activities that happen after class, including contests and performances. 
Many mariachi instructors identified solo and ensemble contests and All-District and All-
Region contests as the activities in which their students participate. In addition, mariachi 
instructors talked about their students being involved in numerous performances. These 
performances included concerts on and off campus as well as their participation at music 
festivals. One instructor commented that their top mariachi ensemble performed in over 
50 events during the last school year. The question concerning what activities are 
included in mariachi instruction relates not only to the content knowledge that mariachi 
instructors should posses, but also to the mariachi instructors' pedagogical content 
knowledge of how to help individual students or groups of students reach a musical level 
at which they can perform in public or compete at district and regional competitions. 
Implications 
The purpose of my research was to identify content knowledge, general 
pedagogical knowledge and practices, pedagogical content knowledge, and specific 
pedagogical activities of selected mariachi instructors. In this investigation, I examined 
the presentation and methods oftransmission of materials and techniques from instructor 
to students in the classroom. At the same level of importance, I also explored the status of 
mariachi programs in the state of Texas. It is my hope that information gathered from this 
study will contribute to identification of a special knowledge base needed by mariachi 
instructors in order to successfully teach in public school systems and possibly be 
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incorporated in the training of future mariachi instructors. 
Data and information gathered in response to research questions concerning 
content knowledge, general pedagogical knowledge, pedagogical content knowledge, and 
activities are rich in terms of the implications that have emerged. I have provided both 
practicing and future mariachi instructors valuable information concerning the training of 
future mariachi educators. Through this study, I have offered information concerning 
content knowledge for mariachi instructors. This research and this dissertation will 
provide future mariachi instructors with examples from practicing instructors regarding 
the effective presentation of information on which mariachi is based. In a similar manner, 
those instructors will have a source from which to learn both effective presentation 
techniques and appropriate communication modes for use with their students. The data I 
collected regarding general pedagogical knowledge will provide future mariachi 
instructors with information about different approaches to classroom management. Best 
practices for mariachi instructors can be derived from this study relative to the 
transmission of materials, methods, and pedagogical practices. 
Implications generated by the status exploration and report regarding mariachi 
programs in the state of Texas can be viewed in two different ways. It can be argued, on 
the one hand, that only those future and current music educators who plan to teach or 
who currently teach in the geographic areas where mariachi programs are numerous 
should be required to obtain an additional mariachi certification in order to teach the 
mariachi genre. On the other hand, it can also suggest that higher education institutions in 
areas where mariachi programs are not prevalent should be required to offer additional 
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teacher training and certification in order to prepare future mariachi instructors. The 
mariachi landscape of the future is unknown, but it is my hope that this research and this 
dissertation will contribute to an enhancement of the genre among public school music 
education programs and in college music education programs. 
Future Research 
I hope that my dissertation, which comprises a comprehensive report of my 
research, contributes to the literature on music education. I particularly hope that the 
specific musical genre, mariachi music, has been illuminated with respect to the aims of 
the project and dissertation. A number of potential research studies presented themselves 
to me as I conducted my research and wrote about this necessary introductory work on 
mariachi music. If this work stimulates further interest-and it is my hope that it will-I 
suggest some directions for further research that will supplement the findings of this 
dissertation. 
First, the conceptual framework developed through this dissertation could be of 
use to other researchers. In particular, parallel studies utilizing the conceptual framework 
could be applied to instructors of other regional musics that are taught in the United 
States. For example, future researchers could employ the framework to conduct a study 
of the knowledge bases of Cajun music instructors in Louisiana or Bluegrass music 
instructors in Tennessee. 
With regard to the mariachi genre in particular, one area requiring further research 
is an evaluation of the perceptions of music education professionals, public school 
administrators (particularly those whose administrative purview includes music 
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education), students, and the constituent communities wherein music education occurs. 
The information presented in this dissertation both provides a glimpse of the status of the 
mariachi genre in music education in public schools and explores some of the 
pedagogical considerations that underlie it. I suggest further inquiry be made into the way 
such programs are perceived. This information would be important to any entity 
contemplating initiating a mariachi program. I anticipate that such studies would also 
provide some culturally sensitive information, either supportive or unsupportive, for such 
programs since the origin of the genre, as developed and described in this dissertation, is 
predominantly a minority ethnic group phenomenon. Such studies would need to account 
for or explain the role of relatively specific demographic and geographic parameters. For 
example, would mariachi as a music education genre be equally well-or equally 
poorly-received in school districts with a largely white and Anglo population as in 
school districts whose ethnic constituents are relatively equally distributed or are largely 
Hispanic? By conducting research in this area, individuals or organizations contemplating 
such programs would be better able to make informed decisions. 
Another area for further research arising from my own study relates to the funding 
of mariachi programs. Although the programs described and analyzed for this dissertation 
were, for the most part, funded by the school districts in which they were conducted, this 
dissertation provides information regarding the highly variable nature specific 
configurations of that funding. Mariachi programs in some settings are well-funded while 
they are not in others. I suggest that research exploring potential funding sources and 
mechanisms is strongly needed in order to assist music educators and music education 
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pre-service programs in making informed decisions regarding the initiation of mariachi 
programs. 
The third, but certainly not the least important, area of potential research that can 
build upon the contribution of my dissertation involves the primary consumers of 
mariachi programs-the students themselves. Although considerable information 
regarding students is an important part of this dissertation, no claim can be made that the 
information and the data presented represent the general level of student interest in these 
programs. Typically, the students enrolled in mariachi programs have personal 
backgrounds that have exposed them at some level to mariachi music; unsurprisingly, 
these students are both heavily involved and invested in them. I believe research should 
be conducted to examine the attitudes and perceptions of all students toward the genre. 
The questions to be further explored in this regard are: To what degree are students 
across the board aware of and/ or supportive of mariachi music programs in their schools? 
Do students value the mariachi genre? Are they unaware that it exists or indifferent to it 
when -they are aware of it? 
These suggestions are made as a direct result of some of my findings. What I have 
studied and reported represents only the beginning excursions into the genre. A 
quantitative exploration of some of these aspects, including perhaps further examination 
of the attitudes, beliefs, and practices of mariachi instructors may be addressed now that I 
have established some groundwork. It is my hope that further research will occur 
particularly in the areas discussed here. 
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Retrospection: Mariachi as a Music Education Genre 
I have attempted to explore mariachi as a music education genre currently 
institutionalized in some public school settings but, for the most part, unknown in the vast 
majority of such settings in the United States. It has been my intention to provide a 
glimpse of a genre that is "new'' to readers in many areas while, for others, it is neither 
new nor lacking in institutional support. As is the case with other musical genres, 
mariachi is a musical form that has been both closely tied to and dependent upon a 
particular cultural milieu for its development heretofore but is also rich in its potential 
and possibilities. I have presented information and analysis that, I hope, places mariachi 
accurately within the much larger array of music education genres currently available in 
the United States. Because the particular cultural genesis of mariachi ties it to both 
Mexico and the United States, this entire dissertation is based on research and location of 
the musical form in both countries. Its roots in Mexico and its articulation in a multi-
cultural United States result in a kind of music education that is, perhaps, unique among 
music education programs in this country. 
My research has demonstrated a growing interest in mariachi education along 
with a clear lack of preparation programs for teachers interested in this genre. To 
accommodate this growing demand, higher education institutions that offer music 
education programs leading to a teacher certification could either expand their curriculum 
or adjust their required course content. One option is to increase the number of credit 
hours required to complete a bachelor's degree in music education. I would suggest 
implementing the following classes: (a) a mariachi ensemble class; (b) a mariachi history 
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and mariachi literature class~ (c) a guitar techniques class that covers the six-string guitar, 
the vihuela, the guitarr6n, the harp, and the guitarra de golpe and (d) a Spanish diction 
and singing class. A different approach that would allow higher education institutions to 
keep the same number of credit hours for the bachelor's degree would be to include 
mariachi history, mariachi literature, and mariachi instruments as components in the 
content outline of broader based courses. For example, mariachi history and mariachi 
literature could be a component of a required class that focuses on music cultures of the 
world. The string instruments of the mariachi ensemble could be included in a required 
string methods class, and Spanish diction and singing could be a component of a required 
vocal techniques class. Either of these options, in my opinion, would better prepare future 
mariachi instructors to teach and direct successfully a mariachi ensemble in a public 
school setting. 
I have been immersed in this mariachi project for several years at this writing~ it is 
my hope that this immersion provides readers of this dissertation with some sense of the 
music education genre I have explored. It is my hope, further, that other music educators, 
musicians, teachers, and theorists will take up the thread I have presented here, examine 
it carefully, and, at a minimum, track its trajectory, regardless of where it leads. 
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APPENDIX A 
Letter to UIL Region Secretary 
Dear Region Secretary, 
My name is Bill Ricketts, and I am the director of bands at Southside High School in 
Region 11. The purpose of this email is to ask a favor. I am currently working on my 
doctoral dissertation to research the status of mariachi programs in the state of Texas. 
This will include the pedagogical practices of instructors and background information on 
current mariachi directors. I would appreciate if you could provide me with a list of 
middle schools and high schools in your region that currently have mariachi programs. 
Just a listing of the names would be sufficient, as I will do the footwork to find the 
addresses and contacts for each program. This would be a great help to me for laying the 
groundwork for this project. I am sending this request to all 28 region secretaries in the 
state so I can get proper representation from all of our regions. If your region does not 
have any mariachi programs, I would appreciate that information as well. 
Thank you in advance! 
Bill Ricketts 
Director of Bands 
Southside High School 
San Antonio, Texas 
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APPENDIXB 
Letter to TMEA Region President 
Dear TMEA Region President, 
My name is Bill Ricketts, and I am the director of bands at Southside High School in 
Region II. The purpose of this email is to ask a favor. I am currently working on my 
doctoral dissertation to research the status of mariachi programs in the state of Texas. 
This will include the pedagogical practices of instructors and background information on 
current mariachi directors. I would appreciate if you could provide me with a list of 
middle schools and high schools in your region that currently have mariachi programs. 
Just a listing of the names would be sufficient, as I will do the footwork to find the 
addresses and contacts for each program. This would be a great help to me for laying the 
groundwork for this project. I am sending this request to all 28 region secretaries in the 
state so I can get proper representation from all of our regions. If your region does not 
have any mariachi programs, I would appreciate that information as well. 
Thank you in advance! 
Bill Ricketts 
Director of Bands 
Southside High School 
San Antonio, Texas 
APPENDIXC 
Mariachi programs by TMEA All-State Area 
Cavazos Middle School 
Lubbock, TX (16) 
Lubbock High School 
Lubbock, TX (16) 
Sam Houston High School 
Arlington, TX ( 5) 
Fort Stockton High School 
Fort Stockton, TX ( 6) 
Area A - Region 1, 2, 16, 24 
Area B - Region 5, 6, 7, 22 
Academy at Ector- Ector Junior High 
Odessa, TX ( 6) 
Odessa High School 
Odessa, TX ( 6) 
Pecos High School 
Pecos, TX ( 6) 
Presidio High School 
Presidio, TX ( 6) 
Edison Junior High 
San Angelo, TX ( 6) 
San Angelo Central High School 
San Angelo, TX ( 6) 
J.P. Elder Middle School 
Fort Worth, TX (7) 
Morningside Middle School 
Fort Worth, TX (7) 
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North Side High School 
Fort Worth, TX (7) 
Paschal High School 
Fort Worth, TX (7) 
Polytechnic High School 
Fort Worth, TX (7) 
Rosemont Middle School 
Fort Worth, TX (7) 
Bowie High School 
El Paso, TX (22) 
Del Valle High School 
El Paso, TX (22) 
Montwood High School 
El Paso, TX (22) 
Riverside High School 
El Paso, TX (22) 
Socorro High School 
El Paso, TX (22) 
Y sleta High School 
El Paso, TX (22) 
Area C- Region 3, 4, 21,25 
Garland Independent School District 
Garland, TX (3) 
O'Banion Middle School 
Garland, TX (3) 
University High School 
Waco, TX(8) 
Area D - Region 8, 9, 20, 26 
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Adamson High School 
Dallas, TX (20) 
Moises Molina High School 
Dallas, TX (20) 
W.T. White High School 
Dallas, TX (20) 
Booker T. Washington High School for the Performing & Visual Arts 
Dallas, TX (20) 
Adams Middle School 
Grand Prairie, TX (20) 
Robert E. Lee Middle School 
Grand Prairie, TX (20) 
Grand Prairie High School 
Grand Prairie, TX (20) 
C. D. Fulkes Middle School 
Round Rock, TX (26) 
Hopewell Middle School 
Round Rock, TX (26) 
Stony Point High School 
Round Rock, TX (26) 
Carrizo Springs High School 
Carrizo Springs, TX (II) 
Cotulla High School 
Cotulla, TX (II) 
Crystal City High School 
Crystal City, TX (II) 
Del Rio High School 
Del Rio, TX (II) 
Area E - Region 11, 12, 18, 27 
I2I 
Eagle Pass High School 
Eagle Pass, TX (11) 
CC Winn High School 
Eagle Pass, TX (11) 
Jones Middle School 
San Antonio, TX (11) 
Ross Middle School 
San Antonio, TX (11) 
Harlandale High School 
San Antonio, TX ( 11) 
John Jay High School 
San Antonio, TX (11) 
McAuliffe Junior High School 
San Antonio, TX (11) 
Scobee Junior High 
San Antonio, TX (11) 
South San Antonio High School 
San Antonio, TX (11) 
Southwest High School 
San Antonio, TX (11) 
Somerset High School 
Somerset, TX (I I) 
Uvalde High School 
Uvalde, TX (11) 
Uvalde Junior High School 
Uvalde, TX (11) 
Brackenridge High School 
San Antonio, TX (12) 
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Edison High School 
San Antonio, TX (12) 
Fox Tech High School 
San Antonio, TX (12) 
Highlands High School 
San Antonio, TX (12) 
Holmes High School 
San Antonio, TX (12) 
Irving Middle School 
San Antonio, TX (12) 
Jefferson High School 
San Antonio, TX (12) 
Lanier High School 
San Antonio, TX (12) 
Longfellow Middle School 
San Antonio, TX (12) 
Poe Middle School 
San Antonio, TX (12) 
Rhodes Middle School 
San Antonio, TX (12) 
Tafolla Middle School 
San Antonio, TX (12) 
Mark Twain Middle School 
San Antonio, TX (12) 
Bedichek Middle School 
Austin, TX (18) 
William B. Travis High School 
Austin, TX (18) 
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Lehman High School 
Kyle, TX (18) 
Wallace Middle School 
Kyle, TX (18) 
San Marcos High School 
San Marcos, TX (18) 
Bammel Middle School 
Houston, TX (27) 
Deady Middle School 
Houston, TX (23) 
Area F- Region 10, 17, 19, 23 
Houston High School for the Performing Arts 
Houston, TX (23) 
Jonston Middle School 
Houston, TX (23) 
Patrick Henry Middle School 
Houston, TX (23) 
Reagan High School 
Houston, TX (23) 
Alice High School 
Alice, TX (14) 
Jones High School 
Beeville, TX (14) 
Area G- Region 13, 14, 15, 28 
Ben Bolt - Palito Blanco High School 
Ben Bolt, TX (14) 
Moody High School 
Corpus Christi, TX (14) 
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Falfurrias High School 
Falfurrias, TX (14) 
Hebbronville High School 
Hebbronville, TX (14) 
King High School 
Kingsville, TX (14) 
Cigarroa High School 
Laredo, TX (14) 
John B. Alexander High School 
Laredo, TX (14) 
Martin High School 
Laredo, TX (14) 
Trautmann Middle School 
Laredo, TX (14) 
Vidal M. Trevino High School of Communication and Fine Arts 
Laredo, TX (14) 
United High School 
Laredo, TX (14) 
United Middle School 
Laredo, TX (14) 
United South High School 
Laredo, TX (14) 
Orange Grove High School 
Orange Grove, TX (14) 
Premont High School 
Premont, TX (14) 
Robstown High School 
Robstown, TX (14) 
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San Diego High School 
San Diego, TX (14) 
Memorial High School 
Victoria, TX (14) 
Patti Welder Magnet Middle School 
Victoria, TX (14) 
Zapata High School 
Zapata, TX (14) 
Zapata Junior High 
Zapata, TX (14) 
Zapata Middle School 
Zapata, TX (14) 
PSJA Memorial High 
Alamo, TX (15) 
Economedes High School 
Edinburg, TX (15) 
Edinburg High School 
Edinburg, TX (15) 
Edinburg North High School 
Edinburg, TX (15) 
Donna High School 
Hidalgo, TX (15) 
Hidalgo High School 
Hidalgo, TX (15) 
La Joya High School 
La Joya, TX (15) 
McAllen High School 
McAllen, TX (15) 
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McAllen Memorial High School 
McAllen, TX (15) 
Rowe High School 
McAllen, TX (15) 
Mission High School 
Mission, TX (15) 
Missions Veterans High School 
Mission, TX (15) 
PSJA North High School 
Pharr, TX (15) 
Valley View High School 
Pharr, TX (15) 
Valley View Junior High School 
Pharr, TX (15) 
Rio Grande City High School 
Rio Grande City, TX (15) 
Roma High School 
Roma, TX (15) 
San Isidro High School 
San Isidro, TX (15) 
PSJA High School 
San Juan, TX (15) 
Edcouch -Elsa High School 
Edcouch, TX (28) 
Hanna High School 
Brownsville, TX (28) 
Lopez High School 
Brownsville, TX (28) 
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Porter High School 
Brownsville, TX (28) 
Rivera High School 
Brownsville, TX (28) 
Harlingen High School 
Harlingen, TX (28) 
Harlingen High School South 
Harlingen, TX (28) 
La Feria High School 
La Feria, TX (28) 
Mercedes High School 
Mercedes, TX (28) 
Port Isabel High School 
Port Isabel, TX (28) 
San Benito High School 
San Benito, TX (28) 
Weslaco High School 
Weslaco, TX (28) 
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Dear Principal, 
APPENDIXD 
Letter to Principal 
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This is a letter asking for pennission to conduct research at your campus. The full title 
of the study is "Mariachi as a Music Education Genre: A Study ofProgram Status, Pedagogical 
Practices, and Activities," and the project is part of my doctoral dissertation. The purpose of the 
research is to gather information on the pedagogical practices and certification status of selected 
mariachi instructors to develop a status report of the current state of mariachi programs in the 
state of Texas. 
There will be a total of fourteen selected participants for the study, seven junior high 
and seven high school mariachi instructors. A junior high and senior high instructor will be 
selected from the seven areas that are recognized by the Texas Music Educators Association. 
Your mariachi instructor has agreed to participate in an on-site interview and an on-site 
observation of one of his or her mariachi or instrumental classes. The estimated time for my 
stay on your campus will be no longer than two-and-a- half hours. 
Please sign below granting permission for me to come to your campus, collect data for this 
important study, and return this letter to your mariachi instructor. If you have any further 
questions, please feel free to contact me at (210) 566-7417 or by email at kricketts@satx.rr.com 
Principal Signature:----------------------
Thank you in advance, 
William K. Ricketts 
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APPENDIXE 
Recruitment Letter 
Dear mariachi teacher, 
This is a letter asking you to participate in a research study entitled 
"Mariachi as a Music Education Genre: A Study of Program Status, Pedagogical 
Practices, and Activities." The project will be conducted during the spring and fall 
academic semesters of 2009 as part of my doctoral dissertation. The purpose of the 
research is to gather information on the pedagogical practices and certification status of 
selected music mariachi instructors to develop a status report on the current state of 
mariachi programs in the state of Texas. Participants of this study will receive no benefits 
or compensation, but the sharing of content knowledge and teaching strategies will 
benefit both current and future music educators. 
Your participation will include a recorded interview, conducted by myself, and an 
observation of your teaching strategies during your mariachi ensemble or applied class. I 
will travel to your location of employment to conduct the interview and collect the 
observation data. The length of time required from subjects for participation will vary, 
but should not exceed the duration of two-and-a-half hours. 
The information obtained during the questionnaire, interview, and observation 
will be treated in strict confidentiality unless required by law or regulation. Further, no 
one at your school, including school officials or employers, will be given any information 
as to your responses. Any reports or publication will not identity participants by name or 
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initials. Tape-recorded interviews, questionnaires, and observation notes will be 
destroyed at the end of the research. Results will be published in aggregated form. 
If you are interested in participating in this research or if you need more 
information to make a decision, please feel free to contact: William K. Ricketts at (210) 
566-7417 or by email kricketts@satx.rr.com I will be happy to answer any questions you 
may have. I would also ask that, if you are interested, you respond to this letter within a 
one-week period after its receipt. 
Sincerely, 
William K. Ricketts 
Director of Bands 
Southside I. S.D. 
San Antonio, TX 78221 
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APPENDIXF 
Letter of Informed Consent 
Title of study: 
"Mariachi as a Music Education Genre: A Study of Program Status, Pedagogical Practice, 
and Activities" 
Primary Investigator: 
William K. Ricketts 
(210) 566-7417 
IRB File# 1876E 
February 2o•h, 2009 
This document is a letter of Informed Consent for the research study entitled 
"Mariachi as a Music Education Genre: A Study of Program Status, Pedagogical Practice, 
and Activities." The project will be conducted during the spring and fall academic 
semesters of 2009 as part of my doctoral dissertation. The purpose of the research is to 
gather information on the pedagogical practices and certification status of selected mariachi 
instructors to develop a status report on the current state of mariachi programs and 
instructors in the state of Texas. 
There will be a total of fourteen selected participants for the study, seven junior 
high and seven high school mariachi instructors. A junior high and high school instructor 
will be selected from the seven areas that are recognized by the Texas Music Educators 
Association. Selected participants must be currently employed by a school district in the 
state of Texas as a mariachi instructor. Participants of this study will receive no benefits or 
compensation. The information gathered regarding mariachi instructors' teaching strategies 
will benefit current and future music educators. Further, this investigation may illustrate the 
possible need for a specialized certification for mariachi instructors in the state of Texas. 
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Your participation would include a recorded interview conducted by myself, and an 
observation of your teaching strategies during your mariachi ensemble or applied class. I 
will travel to your location of employment to conduct the interview and collect the 
observation data. The place of the interview and observation will be conducted at your 
school campus and scheduled at your convenience. The length of time required from 
subjects for participation will vary, but should not exceed duration oftwo-and-a-halfhours. 
If you agree to participate, you will receive a copy of this informed consent letter for your 
records. 
The information obtained during the interview and observation will be treated in 
strict confidentiality unless required by law or regulation. Further, no one at your school, 
including school officials or employers, will be given information as to your responses or 
be able to know the individual outcomes of participation. Any reports or publications will 
not identify individual participants by name or initials. Tape-recorded interviews and 
observation notes will be stored in locked files and destroyed at the end of the research. 
Signed consent forms will be kept separate from data gathered and stored in a separate 
locked file cabinet. Results will be published only in aggregated form. 
If you have any questions regarding the research or your participation in it, either 
now or at any time in the future, please feel free to ask. The primary investigator is William 
K. Ricketts, who can be reached at (21 0) 566-7417 or by email at kricketts@satx.rr.com. 
Mr. Ricketts will be happy to answer any question you may have. An additional contact for 
questions on this project is Dr. Patrick Jones, College of Fine Arts, Boston University, 
(617) 353-6888 or by email at pmjones@bu.edu. You may also obtain further information 
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about your rights as a research subject by calling David Berndt, who is the Coordinator of 
the Institutional Review Board for Human Subject Research of the Boston University 
Charles River Campus, at (617) 353-4365 or by email at dberndt@bu.edu. If any problems 
arise as a result of your participation in the study, including research-related injuries, please 
call the Principle Investigator, William K. Ricketts, at (210) 566-7417 or email at 
kricketts@satx.rr.com immediately. 
Your participation is voluntary, and declining to participate in this study will 
involve no penalty or loss of benefits to which the subject is entitled. Participants may 
choose not to answer any or all questions put forth during the interview or questionnaire of 
the study. You may also discontinue participation at any time with no penalty or loss of 
benefits. 
Thank you for participation in this research project. Please sign below to grant 
permission to be a participant in this study and sign below to authorize the audio taping of 
the interview. 
Participant authorization: -------------------
Permission to audiotape:-------------------
Principal Investigator:--------------------
William K. Ricketts 
APPENDIXG 
Interview Questions for Instructors 
I. How many years have you taught mariachi in public schools? 
2. How long has the mariachi program been in existence at your school? 
3. Do you meet with your students before/after school or during the school day? 
If during the school day do they receive credit for the class? 
4. Are you employed by the school district? Do you teach any other classes? 
5. Are you a certified music instructor? If no, are you certified in any other areas? 
6. How did you gain the expertise for teaching mariachi? 
7. What types of activities are involved in mariachi instruction? 
8. What specific skills, content knowledge, and pedagogical expertise are needed 
to be mariachi instructors? 
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APPENDIXH 
Observation Checklist 
Instructor (A- G) _______ _ 
Junior High __ Senior High __ _ 
___ Homogenous instrumentation or vocal 
___ Heterogeneous instrumentation (Full ensemble) 
Class Structure 
___ Warmup 
___ Developmental 
___ Rehearsal (Body) 
___ Closure (Review) 
No form 
---
Material (Content) 
___ Tone Development 
___ Scales/ Arpeggios 
Exercises 
---
Etudes 
---
___ Method book 
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Date ______ _ 
Repertoire 
___ Published 
___ Custom 
__ Model (perform) Notes:--------------
___ Sing examples (Vocalize) 
___ Rote Teaching 
___ Use of Recording 
___ Question for Understanding 
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